Speaking out from within: Ana Caro and her role as a woman writer in seventeenth-century Spain by Gibbons, Megan E.
Boston University
OpenBU http://open.bu.edu
Theses & Dissertations Boston University Theses & Dissertations
2012
Speaking out from within: Ana Caro





GRADUATE SCHOOL OF ARTS AND SCIENCES 
Dissertation 
SPEAKING OUT FROM WITHIN: ANA CARO AND HER ROLE AS A WOMAN 
WRITER IN SEVENTEENTH-CENTURY SPAIN 
by 
MEGAN E. GIBBONS 
B.A. , Colgate University, 1999 
M.A. , New York University, 2005 
Submitted in partial fulfillment ofthe 
req uirements for the degree of 
Doctor of Philosophy 
2012 
© Copyright by 
MEGAN E. GIBBONS 
2012 
20i2 






I am extremely grateful to Professors Iftland and Zaderenko for their patience, guidance 
and generosity throughout the entirety of this project. Their passion for teaching and 
advising has been, and will continue to be, a source of inspiration. Many heartfelt thanks 
as well to my mighty pillars: Mom, Monica, Majo and Martin . Thank you for 
encouraging, insisting and, most of all , believing. And finall y, to all my friends-both 
near and far-who supported me faithfully and reminded me as needed that if life is 
indeed a stage, it need not always be a Golden Age stage in Spain 
IV 
SPEAKING OUT FROM WlTHIN: ANA CARO AND HER ROLE AS A WOMAN 
WRITER IN SEVENTEENTH-CENTURY SPAIN 
(Order No. 35'oo )Yo3 
MEGAN E. GIDBONS 
Boston University Graduate School of Arts and Sciences, 2012 
James lffland, Professor of Spani sh 
ABSTRACT 
Ana Caro de Mallen (c . 1600-1645) wrote primarily comedim , autos 
sacramentales, and relaciones. Since she received monetary compensation for her autos 
and relaciones, Caro is arguabl y one ofthe first female professional writers to appear in 
Spain as well as in Europe as a whole. 
After exploring Caro ' s personal life and contextualizing her situation as a female 
cultural producer within early modern Europe, this study presents new readings of her 
plays and an examination of her relaciones in order to reveal Caro ' s consistent, albeit 
subtle, challenge to the patriarchal structures so deeply ingrained in the Spain of her day. 
In the play entitled Valor, agravio y mujer, the role of the gracioso ns male friend to the 
protagonist Leonor is explored, showing how their relation ship di verges from that 
commonly found in the comedia. In El conde Partinuples, the use of the " invisible-
mistress" plot is examined as a parody of certain elements of the typical "wife-murder" 
drama. While the relaciones are studied as independent texts, they are compared to other 
texts written by male writers about the same events, thereby revealing some of the ways 
Caro diverges from dominant representational practices. 
v 
Although not a feminist in the modern sense of the word, Caro is certainly partial 
in her stance toward women in that her plays consistently highlight the dilemmas, 
frustrations, hopes and aspirations of her female characters . Likewi se, in her relaciones, 
Caro does not refrain from commenting on the qualities of good leadership, the economic 
crisis in Spain, and the political tensions between Spain and countries such as France and 
Portugal. In this way, Caro succeeds in inserting her voice into a public sphere that often 
cultivated women' s silence. 
Unlike Spain ' s other early modern women writers-who largely wrote either lyric 
poetry or religious texts from within the confines of convents- Ana Caro intervened in 
public and male-dominated areas by writing plays for the commercial stage and selling 
relaciones about major events . 
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Ana Caro de Mallen was a seventeenth-century Spanish playwright and poet. 
Until the 1970s, very little had been written about her life or work. In 1975, Manuel de 
Serrano y Sanz published Apuntes para una biblioteca de escritoras espaiiolas in which a 
number of Caro's works were reproduced, along with some scant biographical 
information. The next year Frederick de Armas published The Invisible Mistress: 
Aspects of Feminism and Fantasy in the Golden Age, which focused largely on the works 
of Spain's male playwrights, although it did also present a partial analysis of Caro's play 
El conde Partinuples. During the 1980s, Francisco Lopez Estrada began to publish and 
study Caro's relaciones, verse accounts of public celebrations and spectacles. Little by 
little, and especially after Lola Luna published a critical edition of both of Caro's plays in 
1993, this talented female author was rescued from the shadows and finally granted 
significant attention in the academy. 
Numerous articles have since been published about Caro's works, and there have 
been two subsequent editions of her plays: Teresa Soufas's in 1997 and Marfa Jose 
Delgado's in 1998. Soufas, in particular, has greatly advanced the research not just on 
Caro but also other women playwrights of the same period. In 1997, she published 
Women's Acts, an anthology of plays authored by five female playwrights, including a 
short introduction to the group as a whole and to each individual author. That same year, 
Soufas published a companion book entitled Dramas of Distinction: A Study of Plays by 
Golden Age Wom.en, a critical examination of the works included in the anthology. Other 
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scholars who have written about Caro' s comedias include Ruth Lundelius (1989), Denise 
Walen (1992) and Barbara Mujica (2004). 
The 1990s were important years in Caro scholarship, not exclusively because of 
the new editions. In 1996, Caro's Valor, agravio y mujer appeared translated into 
English in Amy Kaminsky's Water Lilies (Flores del agua). This translation was later 
used in 2006 for the play's debut at the Teatro Gala in Washington, D.C. (English 
subtitles were projected above the stage). Although the reviews were mixed, the 
production ran for one month and was the subject of much conversation at the 2007 
conference of the Association for Hispanic Classical Theater. 1 
During her lifetime, Caro was praised by male colleagues for having produced 
"many" plays that were received with "great applause." These authors also confirm that 
she entered, and even won, a fair number of literary contests. In fact , Caro 's fame and 
reputation as Seville's "muse" was immortalized in Luis Velez de Guevara's novel El 
diablo cojuelo (1669), where she appears as a fictionalized member of one of Madrid's 
literary academies. Caro's public life, it would seem, was extraordinary for a female 
writer. 
Lola Luna's and John Varey's archival research confirms that Ana Caro received 
monetary compensation for her written works, which leads Luna to call her one of the 
very first female writers "de oficio"-that is, a "professional writer." She was financially 
compensated for at least one of her relaciones and at least two autos sacramentales. 
1 A DVD of this staging is available from the video collection of the Association for Hispanic Classical 
Theater. For a positive review of the production, see Anthony Grubbs in Comedia Pe1formance 5.1 (2008): 
199-204. 
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Neither of the autos survived, but Luna (1995 , 16) reports that Caro wrote La puerta de 
la Macarena and La Cuesta de Castilleja as part of the Corpus Christi celebrations held 
in Seville in 1641 and 1642. Caro apparently wrote another auto in 1645, for which she 
was paid 300 reales (Luna 1995, 17). The documents reproduced by Luna reveal more 
than just the authenticity of the payments; they also confirm that "los pagos eran 
importantes para la economfa de Ia escritora, que incluso llega a reclamar el pago del auto 
de 1641 por media de una petici6n a! Cabildo" (1995 , 17). Caro 's status as professional 
writer was evidently recognized by the Town Council of Seville. Moreover, Caro 
possessed the confidence to ask for the remuneration that had been promised to her. 
Little is known, however, about Ana Caro' s personal life . She was born probably 
around 1600 and she died some time after 1645.2 Manuel Serrano y Sanz believed that 
Caro was from Granada, even though Cayetano Alberto de Ia Barrera y Leirado and 
others were certain she was from Seville (Delgado 1998, 1-2). Whether or not she was a 
native of Seville, she calls the Andalusian city her home and very often praises its beauty. 
She was not averse to traveling; we know, for example, that she journeyed to Madrid and 
was present at the court for the royal celebrations held in 1637. It is hard to say whether 
in Caro's day she was better known for her poetry or for her plays, given comments like 
those of Rodrigo Caro who heralded her as "insigne poetisa" who wrote "muchas 
2 Caro ' s las t known published work was a sonnet in praise of Tomas de Palomares, notary of Seville, 
included in the latter' s book Est i/o nuevo de escrituras p£iblicas (The New Style of Public Writings), which 
appeared in 1645 (Lundelius 1989, 231 ). A terrible plague hit Seville four years later, wi ping out nearl y 
half of its populatio n. Lundelius suggests that Caro might have been one of this catas trophe's victims 
(1989 , 23 1 ). 
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comedias."3 Although comments about her plays abound, much less is said about her 
work as a chronicler of public events. The documents uncovered by Luna and Varey 
reveal that Caro 's relaciones and autos sacramentales constituted a source of income. 
Whether her plays were staged is unknown; to date, no records have been uncovered 
about possible productions. 
A member of a very small group of women writers, Caro apparently befriended 
one of her peers, Marfa de Zayas, for the two were seen together in Madrid during Caro 's 
visit and each praised the other's work. Zayas extols Caro 's talents: "ya Madrid ha visto 
y hecho experiencia de su entendimiento y excelentfsimos versos, pues los teatros Ia han 
hecho estimada y los grandes entendimientos le han dado laureles y vftores, rotulando su 
nombre por las calles" (1983 , 230). Considering Caro 's impressive educational 
background (her work reveals a familiarity with mythology, rhetoric, and history in 
addition to knowledge of other languages)4 and her ability to travel to and from Madrid, it 
is very likely that she belonged to an affluent family. This is further confirmed by her 
writing itself-only a woman of the upper class would have had the time, the schooling 
and the means necessary to produce two plays, four relaciones, a loa, a sonnet, and three 
autos sacramentales. Did she consider herself a writer by trade? Did she ever marry? 
Did she see herself as an innovator? We simply do not know. 
3 Rodrigo Caro (I 573-1647) was a respec ted poet, author, hi storian and bibliophile . Delgado ( 1998, 3-6) 
reports that Cayetano de Ia Barrera did believe that Ana and Rodri go Caro were rela ted, but the scholar 
argues that Rodrigo's cousin Ana, who was born in I 565 in Utrera and who died in 1652, wo uld have been 
much older than our author. 
~The loa that she wrote in 1639 is a useful example of her knowledge of languages. See Lopez Estrada's 
editi on ( 1976). The loa begins in Portuguese, and then introduces one song in Frenc h ( I 01-114 ), one in the 
Mori sco di alect ( I 5 1- 165), one in the Guinean dialect (2 14-239) , and one in Portuguese (266-28 1 ). The 
verse form used for each song varies, suggesting that Caro intended each song to suit the c haracter o f the 
individual be ing represented . 
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We do know a great deal, however, about the world in which Ana Caro lived. 
Moreover, because we know where she lived and what literary genres were of interest to 
her, it is possible to narrow the scope of our examination in an attempt to better 
understand not just the challenges she would have faced but also the models and sources 
of inspiration she would have encountered as she persevered in her unusual career choice. 
For this reason, in Chapter I, I will discuss in general terms the conditions for European 
women collectively in the period leading up to and including Caro's lifetime before 
discussing her individual circumstances as a Spanish woman and as a writer. 
Chapter II will examine the representation of friendship in Valor, agravio y mujer 
for what it might reveal about both female friendships and constantly shifting gender 
paradigms. In particular, I will study the role of the servant, Ribete, and his relationship 
with the play's protagonist, Leonor. Although others have argued that alliances between 
women and servants illustrate what Aristotle would call relationships of "utility" (for 
both represent marginalized groups), I will argue that Ribete's friendship is not 
exclusively characterized by self-interest but moves in the direction of virtue. Thus, it 
could be said that Caro was laying the groundwork for a new kind of relationship 
between men and women, a relationship ultimately based on mutual respect and 
admiration. 
In Chapter III, rather than focusing on the frequently discussed partnership of the 
leading female characters in El conde Partinuples, I have chosen instead to examine 
Caro's use of the "invisible-mistress" plot structure in what I see as a subtle parody of 
certain aspects of the "wife-murder" play. The inversion of the standard formula of the 
"wife-murder" play and, especially, the departure from this model at the end of El conde 
Partinuples reveal Caro's challenge to the dominant patriarchal discourse of her day. 
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Finally, Chapter IV is designed to complete the picture of Caro as a writer by 
focusing on her historical writing (relaciones). Only recently have scholars examined 
these accounts as potentially subversive texts-that is to say, as texts that subtly question 
the political, religious, and social agenda of the dominant social class. Therefore, Caro's 
relaciones are important for what they reveal about her paradoxical position, since she 
occupied a space simultaneously within and outside the established patriarchal discourse 
of her time. In comparing Caro's relaciones to some of the male-authored accounts of 
the very same public events, it will be clear that Ana Caro was not (as Lola Luna 
believed) at her most "servile" when producing texts that belong to this genre. 
Taken together, the four chapters of this study will contribute to our 
understanding of Ana Caro ' s unique position within Spanish Golden Age letters. It will 
also illuminate the special situation of women writers during this period, when their role 
remained largely subordinate to that of their male counterparts but also started to change 
significantly. By bringing together the disparate voices that have studied one play or the 
other, or one relaci6n or another, while simultaneously offering new insights and positing 
new questions, this dissertation will also add to the increasingly prominent field of study 
centering on the role of women writers in the culture of Early Modern Europe. 
Chapter One: Ana Caro and Women's Writing in Early Modern Europe 
Culminating in the sixteenth century, the Renaissance in Spain gives way to the 
Baroque period in the seventeenth century. Ana Caro's birth around 1600 places her in 
the Baroque cultural moment, but in order to understand better her circumstances as a 
woman and as a writer, it is necessary to study the Renaissance and Baroque cultures as 
equally important forces contributing to Caro's intellectual and artistic development. In 
this chapter, I will present an overview of each of those historical phenomena, followed 
by some specific examples of women, like Caro, who challenged conventional ideas 
related to woman's role in her society. 
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In 1977, Joan Kelly published "Did Women Have a Renaissance?" sparking a 
debate among scholars about women ' s roles in the Renaissance. Kelly argued that 
women of the social class that dominated Italian urban life experienced "a contraction of 
social and personal options that men of their classes did not" ( 1984, 20) . She concluded 
that the advances themselves in Renaissance Italy (such as the protocapitalist economy 
and the humanistic culture) served to "mold the noblewoman into an aesthetic object: 
decorous, chaste, and doubly dependent-on her husband as well as the prince" ( 1984, 
47) . More recently, this idea of the lack of advancement for women reappeared in Meg 
Lota Brown ' s and Kari Boyd McBride's Women's Roles in the Renaissance: "Rather than 
liberation, expansion, and prosperity, women in the Renaissance experienced attempts to 
limit their education, repress their sexuality, and confine them primarily to a domestic 
sphere and to domestic labor" (2005 , 14-15). Brown and McBride do not adopt 
unquestioningly Kelly ' s thesis. Indeed, they are careful to point out women ' s 
accomplishments as well as the obstacles they faced, and their study provides a good 
overview of the topic. 
In the 1980s and 1990s many scholars contested Kelly's claims. The 
Renaissance's renewed interest in classical works and theories did, in fact, prove 
problematic for women (as we will see shortly), but scholars like Ian Maclean (1980), 
Margaret King (1980, 1991 ), Merry Weisner (1986) and Constance Jordan (1990) 
pointed to a changing-albeit subtle-consciousness regarding women's social roles. 
Maclean's The Renaissance Notion of Woman (1980) is a useful starting point because 
his study examines women in theological, medical, and legal contexts. 
Maclean reminds us that Renaissance discussions of woman's relation to man 
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inevitably started with Aristotle, and his follower Aquinas, since "[i]n the distinction of 
male and female may be discerned Aristotle's general tendency to produce dualities in 
which one element is superior and the other inferior" ( 1980, 8). These Aristotelian 
beliefs still influenced Renaissance thought: man is form, woman is substance; man's 
humors are hot and dry, whereas woman's are cool and wet; man speaks but woman is 
silent, and so on. This firm adherence to "natural law," however, was problematic from a 
theological perspective; eventually women were afforded a kind of equality by 
theologians who suggested that it is "by grace, and not by nature, that woman is in God's 
image, for it is grace which accords an intelligent nature to every human being" 
( 1980, 13). In medicine a similar kind of "equality" was afforded to women by Galenists 
who suggested that "woman is equally perfect in her sex as the male is in his," but they 
also said that "she is inferior to him for physiological reasons" ( 1980, 35). For the 
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Renaissance, "the physical characteristics of woman exclusive to her sex-colder and 
moister humours, menstruation, the womb and its diseases-have psychological 
implications" (1980, 41); because of this she is deceitful, fickle, and unfaithful, but also 
sometimes quite innovative. 
Not surprisingly, in legal matters pertaining to woman, there is far Jess ambiguity. 
Maclean states that "[i]n spite of regional and national differences, the principle of 
woman's inferiority is almost universal. It is to be found in the substratum of legal 
thought, in which there are strong links forged with theology, medicine and ethics" 
(1980, 81 ). Despite the efforts of humanists like Erasmus, 5 Maclean concludes that the 
notion of woman's equality in the Renaissance was always paradoxical at best. 
With this brief overview in place, one is better able to consider the perspective of 
Constance Jordan in her study entitled Renaissance Feminism ( 1990). She reminds us 
that it is important not to conflate authority with power, because the nature of domestic 
relations in early modern Europe allows us to see power and authority as separate 
entities. This means that while woman might Jack public authority (for example, legal 
possession of her home) , she is not precluded from exercising a certain amount of 
domestic power (the control of her household). This idea is also expressed by Merry 
Weisner in an article entitled "Women's Defense of Their Public Role" (1986). Weisner 
points out that as more and more restrictions were placed on women in terms of what 
they could or could not do for work, the more women objected. Since they were already 
5 Maclean points to one of the Colloquia by Erasmus ('abbatis et eruditae ' ) to show that he seems to 
suggest that " learning might be the solution to the problem of leisure among women of the middle class" 
( 1980, 65). Erasmus was willing to accept certain changes in social practices, like that of educating 
women, but only when he was writing in contexts other than moralistic literature . 
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responsible for maintaining order in their households, "they saw their legal and financial 
activities in the larger sphere as no different from, or simply an extension of, those 
activities in which they were already involved within the household" ( 1986, 6). The 
point that both Jordan and Weisner make is pertinent to our discussion of Caro, because 
we are reminded that theory and practice are sometimes very different indeed. Mary 
Elizabeth Perry is yet another scholar who emphasizes this point: "Notarized documents 
from the sixteenth century indicate that women bought and sold property, rented it, 
arranged marriages for their children, made wills, and arranged for the care of children in 
the absence of their husbands" (1990, 14 ). 
There is another of Jordan's ideas that I wish to examine in light of Caro ' s 
apparent interest in gender roles in her two comedias. She draws our attention to the 
Renaissance feminists' androgynous conception of human nature: "A person was 
biologically male or female; but behavioristically both masculine and feminine if 
virtuous; brutal and effeminate or cruel and vain if vicious" ( 1990, 8). In a text such as 
Christoforo Bronzini ' s dialogue Della dig nita e nobilita delle donne (1622), the 
conversation between Onorio (who defends women) and Tolomei (who does not), 
suggests that "men and women of a given rank function at similar levels of performance, 
using qualities and demonstrating behavior characteristic of both genders" (Jordan 1990, 
269). The very rigid binary concept of gender that is often associated with Renaissance 
thought-largely due to the influence of Aristotelian theory-seems to be much more 
flexible and fluid, at least in some authors. Instead of polarities, it is possible to envision 
a range of both masculine and feminine behaviors: 
For a man to be fully human meant that he had accepted his own 
obligation to cultivate the feminine virtues and recognized the 
masculine virtues in women. Women were correspondingly to 
exert themselves in ways traditionally required of men, to exercise 
their minds and bodies, in part for the sake of a humanist virtue, 
in part because such vitality was judged to be the best defense against 
male abuse. (Jordan 1990, 9) 
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One work that exemplifies the benefits of this range of behaviors is Philip 
Sidney' s The Countess of Pembroke's Arcadia (1593). Jordan argues that this pastoral 
work "contains a powerful exposition of the notion of androgyny as the foundation for a 
defense of woman and more especially of woman's rule" (1990, 220). Differences that 
Sidney considered innate, such as sex and social rank, are "contained within the ample 
flexibility of a coincidentia oppositorum that is actually experienced as a constant process 
of identification of self and other in the functional-that is, behavioristic-terms supplied 
by the concepts of gender (always androgynous) and law (always sovereign)" (1990, 221-
22). If one accepts the ideas of men like Bronzini and Sidney, there should be no danger 
(nor shame) in being either a "manly" woman or a "womanly" man. 
Nevertheless, Renaissance feminist writers such as Louise Labe (Euvres 1555), 
Helisenne de Crenne (Oeuvres 1560), and the Mesdames des Roches (Oeuvres 1578) 
were in the minority. Despite the fact that these women stressed that the act of writing 
should be justified in opposition to the rule of silence, that the life of the mind should 
provide woman with a real experience of freedom, and that literary composition should 
be recognized as shaping a feminine and heroic (or masculine) self, for the majority of 
the population, certain masculine traits in women were typically frowned upon, as were 
certain feminine traits in men (Jordan 1990, 173). As indicated by Julian Olivares and 
Elizabeth Boyce: 
si un hombre se mostraba debil ante el enemigo, se le motejaba 
de hombre cobarde y 'afeminado'; pero si querfa arrepentirse, 
acercarse aDios, tamar la vida religiosa, el ser humilde y pasivo 
se valoraba positivamente. AI contrario una mujer masculina era 
despreciada, pero la que se mostraba valiente, tanto en el ambito 
belico como en el espiritual, era celebrada como 'mujer varonil.' 
(1993, 14). 
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In everyday life, achieving the proper balance of masculine and feminine traits apparently 
required choosing the "right" combination. As we will see in the chapters dedicated to 
the two plays, Caro creates female protagonists who must embrace and make use of their 
masculine virtues in order to achieve their goals. In a similar fashion, she also tends to 
create male characters whose ambitions are thwarted precisely because they have made 
no attempt to embrace positive feminine virtues. 
Important Predecessors 
Before considering Caro's unique position within Spain as a woman involved in 
the cultural production of her day, it will be useful to study some of the particular 
circumstances and accomplishments of a representative selection of Europe's Early 
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Modern women. Admittedly, the selection presented here of European female rulers and 
"learned" women-in other words, writers or intellectuals-will be limited. I have 
chosen to focus on two Italians, one Spaniard, and two English women who share with 
Ana Caro thematic interests, genre preferences, or, to a certain extent, personal 
circumstances. These women are all exceptional in the sense that they created for 
themselves an alternative model of what it meant to be a woman that implicitly 
challenged the position of the neo-Aristotelians. 
Margaret King's article "Book-Lined Cells: Women and Humanism in the Early 
Italian Renaissance" ( 1980) presents some of the dilemmas and double standards faced 
by women humanists in general. The first of King's points that must be considered is 
that learned women incarnated an enigmatic self: "Male by intellect, female in body and 
in soul, their sexual identity was rendered ambiguous" ( 1980, 75). This ambiguity was 
the source of others' misunderstanding of them, as well as the cause of their own 
frustrations. King explains that these women "were sometimes attacked, and sometimes 
urged to achieve less than could be expected of their talents and their hopes" ( 1980, 77) 
and that on occasion they regretted having been born female and attempted to distance 
themselves from other women. In other words, they occupied a space that threatened 
both men and women alike. Of course, the men were the most threatened, which is why 
they preferred to think of learned women as asexual. For them, these women "ceased, in 
becoming learned, to be women" (King 1980, 76) . This conflation of "smart" and 
"sexless" helped men to feel less emasculated yet simultaneously forced women who 
wished to pursue an intellectual life to forgo marriage and the prospect of a family life: 
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"She rejected a sexually active role for the sake of the intellectual life; he insisted on her 
asexuality because by means of intellect she had penetrated a male preserve" (King 1980, 
78). If the first step in coming to terms with a learned woman, then, is to strip her of her 
sexuality, the next step is to deck her out as a warrior of words. "Male admirers 
repeatedly likened learned women to the Amazon queens and to other female warriors of 
myth and history" (King 1980, 79), and it is in this guise as something otherworldly that 
woman's intellect was "safely" praised by men. This notion of a chaste, warrior-like 
"third sex" is present in different manifestations in the women studied in the remainder of 
this section. 
The first group to be studied consists of Eleonora of Aragon and the Italian Elena 
Coronaro. Although Eleonora, the Duchess of Ferrara, lived during the second half of the 
fifteenth century (1450-1493), she serves as an early example of a wife and mother who 
successfully managed and balanced her public and private roles. Werner L. 
Gundersheimer discusses the remarkable nature of this juggling act: 
It is not surprising that a woman who could function as regent 
of a major state, lead its government in wartime, administer a 
sizable private estate, maintain a lively and literate correspondence, 
and serve as a pillar of public charity and morality-and all the 
while raise and advance the careers of a sizable family-had a circle 
of devoted admirers. ( 1980, 55) 
Gundersheimer points out that Eleonora's accomplishments were made possible-at least 
in part-because of her social rank, but he also notes that even among the elite Ferrarese 
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women of her day, Eleonora's success was unique. So while certainly an exception to the 
rule, it is still important to note that in Eleonora's circle "it became possible for some to 
articulate an extremely positive view of women's potentialities" (Gundersheimer 1980, 
57). Eleonora clearly does not represent the typical learned woman as described by King, 
since she married and gave birth to seven children. Nevertheless, her public success as 
someone known Jess for her beauty and more for her managerial skills established an 
important precedent. Additionally, she "created around her own person a group of 
writers and thinkers who fully accepted the idea of female excellence, and even 
superiority" (Gundersheimer 1980, 51), and it is precisely this kind of environment that 
would have helped set the stage for future advancements for equally talented women. 
Indeed, an extraordinary example of a learned Italian woman achieving success in 
a public role is that of Elena Cornaro (1646-1684 ). This Venetian distingui shed herself 
from a very early age as a genius and ultimately was conferred a doctoral degree in 
philosophy from the University of Padua in 1678 (Oskar Kristeller 1980, 99). Although 
she had started by studying a degree that would have allowed her to teach theology, the 
Bishop of Padua interceded (it was preposterous to him that a woman teach theology) and 
thus the degree of philosophy was given to her (Labalme 1980, 142). 
Elena never married. In fact, in order to sidestep an arranged marriage 
orchestrated by her father, she became a Benedictine oblate, which prevented her from 
having to marry but without forcing her into a convent. Thus it was, says Labalme, that 
neither "married woman nor nun, she found herself in a role hitherto unknown and 
undefined, a role she had not herself created and one she did not develop, to any great 
extent" (1980, 143). Upon her death in 1684, Signor Michele Brugueres, an orator for 
the Academy for the Infecondi at Rome, spoke of Elena's unusual character even as a 
child: 
she was no sooner dressed in feminine garb and left free 
than-within a short time-all her quarters would be strewn 
with her garments ... so that they seemed a battlefield on which 
lay the remnants of the massacre of luxury ... Ribbons untied, 
hair-pieces unfastened, broken mirrors, caskets emptied, strewn 
pearls, torn veils, scattered ornaments, the whole arsenal of 
beauty sacked and destroyed! ( qtd. in Labalme 1980, 140-41) 
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This is the legacy- more so than the collection of her works published in Parma 
in 1688 that included academic discourses, translations, essays, treatises and poetry 
written in Italian and Latin-that often captures the attention of those studying Elena and 
her achievements. She defied the social role assigned to her which expected no more of 
her than to live comfortably as a noble Venetian woman; and she did so by making a 
conscious choice to sacrifice marriage and family, a choice made by many women across 
Europe in similar circumstances. Although she earned her degree, and therefore her 
fame, some twenty five years after Ana Caro's death, Cornaro's brilliance, along with her 
disdain for the feminine accouterments that she found limiting, confirm that new social 
roles for women were emerging-and not just in literature or in the theater but also in 
everyday life. 
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Events similar to those happening in the Italian court were also taking place in 
Castile during this same period of time. Isabel of Castile (r.l474-1504) was not Spain's 
first female monarch, but she was the first to assume as much authority as she did. 
Although Ferdinand was in charge of Spain's military force, Isabel's marriage 
capitulations (signed by both parties in 1469) stipulated that her Aragonese husband 
function as a kind of king-consort rather than a monarch. Despite ruling Leon, Ferdinand 
could never become King of Castile in his own right. This arrangement initially was a 
source of tension for the young couple, but once Isabel was crowned and the two began 
their rule, they sought to unify Spain by leading by example: they presented a united front 
to their people, epitomized by their motto Tanto monta, monta tanto, Fernando como 
Isabel, Isabel como Fernando. With careful planning and much hard work, within a few 
years of assuming control of the kingdom, the two reorganized Spain's money system, 
installed crown officers in ten Castillian cities to ensure compliance with their laws, 
reformed the judicial system, and re-instituted the Hermandad, which ostensibly served 
as a kind of civilian police force (Rubin 1991, 152-3). 
Isabel was a conscientious and very active queen. For years prior to her ascension 
to the throne, she had insistently and intelligently defended her right as legitimate heir to 
the crown through a series of letters to her then estranged brother and ruling king, 
Enrique IV (r. 1454-74). Urged on by her supporters who lobbied for an immediate 
coronation upon Enrique 's death, Isabel stepped into her new role alone. Ferdinand was 
stuck in Zaragoza and arrived eighteen days after the official ceremony was held in 
Segovia. The young queen was willing not only to proceed without her husband but also 
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willing to wield the very masculine symbol of the unsheathed sword during the 
coronation. This symbolic act, along with her well-reasoned defense of female 
inheritance rights a month later, sent a clear message to all that Isabel was both bright and 
determined. 
Indeed, Isabel was never one to restrict her actions because of her sex. She rode 
on horseback to speed up her travel time, she was seen accompanying troops to battle, 
and she even took on the role of quartermaster of the Castilian army in 1476 (Lehfeldt 
2000, 45 ; Rubin 1991, 144). Later, she was to administer justice personally in Seville, 
and she did so with such a firm hand that city officials pleaded with her to show more 
mercy, since many Sevillians had opted to flee the city rather than face the queen's wrath 
(Rubin 1991, 163). Nevertheless, and unlike Queen Elizabeth I who will be discussed 
shortly, Isabel did not reject her female nature. Eager to produce an heir, she bore five 
children. She also embraced courtly ritual and enjoyed donning gowns made from satin, 
velvet, gold cloth or silk; furthermore, these were often embellished with fine jewels to 
complement those that she herself was fond of wearing. For these very reasons, Michael 
Gerli states that "Isabel as queen and absolute monarch was, to say the least, viewed by 
some as problematical" (2003, 177). Her sexuality was paradoxically redemptive and 
problematic. By producing a male heir, Isabella could put an end to years of crisis dating 
back to Enrique IV's doubts about his daughter Juana's legitimacy. However, was not 
the female sex unfit to rule? 
The writers and intellectuals of the time who supported Isabel had a difficult task 
when it came to her representation. According to Gerli, in addition to their efforts to 
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represent Isabel "as an embodiment of stalwart virtues to enhance her ability to govern, 
many of her partisans sought to go significantly beyond the assertion of her mortal power 
and portray her simply as celestial, comparing her directly to the Virgin Mary" (2003, 
178). Objectors found this comparison to be outrageous, but for Isabel, the business of 
sexual purity could be used to support her legitimacy as sovereign ruler. According to 
Elizabeth Lehfeldt, Isabel successfully negotiated the complicated task of being both a 
ruler and a member of the weaker sex: 
By subsuming her sexuality in the metaphorical power of 
the doctrine of the Immaculate Conception, Isabel was able 
to provide sanction for her womanly nature. She was married 
and had borne children, but neither of these things compromised 
her ability to rule provided that she was identified with the 
purity and sinlessness of this doctrine. The kingdom would 
not be corrupted by Isabel's female nature. (2000, 53) 
The kingdom, indeed, prospered under Isabel's rule, with victory over the Moors in 
Granada in 1492 and Columbus's discovery of the New World as two of the most 
celebrated achievements. 
Certainly a positive model in terms of female potentialities, Isabel performed her 
duties with skill and tact. To her credit, she chose her advisors carefully and recognized 
her own shortcomings. Significantly, at the 1480 Cortes (meeting of parliament), she 
altered the composition of her royal council so that the number of nobles was reduced 
while the number of letrados increased (Rubin 1991, 181). Isabel's lack of a formal 
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classical education led her to take up the study of Latin and, more importantly, motivated 
her to imbue the Castilian court with an atmosphere of culture and intellect. To this end, 
she permitted books to be imported tax-free, funded a library in one of Toledo ' s 
churches, and encouraged the sons and daughters of nobles to be educated in the classics 
and the humanities (Rubin 1991, 182). Although not strictly a learned woman according 
to King's use of the term (like Elena earlier), Isabel nonetheless set into motion a series 
of social and cultural innovations that later made it possible for Spanish women like Ana 
Caro to embrace scholarly pursuits. 
Finally, we turn to two English women, one of whom was known for her 
successful management of power and the other for her writing. Queen Elizabeth I of 
England (1533-1603) may at first glance seem like an odd choice to include in a 
discussion of Ana Caro. However, Isabel and Elizabeth are often compared, and this 
comparison yields interesting similarities and important differences. Furthermore, Caro 's 
play El conde Partinuples presents the story of a young female regent loathe to marry, for 
she knows that her marriage will essentially end her rule, and she also fears that her 
chosen suitor will betray her (thanks to an ominous prophecy her father issued before his 
death). Marfa Mercedes Carrion's article entitled "Portrait of a Lady: Marriage, 
Postponement, and Representation in Ana Caro's El conde Partinuples" (1999) explores 
this idea of a strategy of postponement employed by female monarchs compelled both to 
rule and to produce an heir. For our current purposes, I wish, rather, to highlight 
Elizabeth's embodiment and presentation of the androgynous individual championed by 
some Renaissance humanists, as discussed by Jordan (1990). 
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Leah Marcus has studied Elizabeth's political use of androgyny and points out 
how she carefully constructed and distinguished between her two bodies: "her 'body 
natural' was the body of a frail woman; her 'body politic' was the body of a king, 
carrying the strength and masculine spirit of the best of her male forebears" ( 1986, 138). 
While part of the representation of this necessarily masculine "body politic" involved 
donning masculine clothing from time to time, Elizabeth most often chose instead to use 
language as a means to construct an ambiguous political identity. Marcus states that 
"[s]ubtly, perhaps not always consciously, she constructed a vocabulary of rule which 
was predominantly male" (1986, 140). She cites the Queen's self-referential use of the 
term "prince" as one such example, and she also notes that early in Elizabeth's reign 
there were proclamations that began with "The Queen our sovereign Lady," but that these 
were later replaced with "The Queen's majesty" or "Monarch and prince sovereign" 
(1986, 140). It should be noted that Elizabeth did not reject her "body natural," although 
she did like to present herself as either a queen married to her subjects or as a virgin 
mother who nurtured them. Her reasons for downplaying her feminine nature were, in 
part, linked to a deep-rooted social anxiety concerning female rule, since the "image of a 
woman in power carried strong associations with anarchy in sixteenth-century England 
and Queen Elizabeth's predecessor 'Bloody Mary' Tudor had done little to dispel the 
connection" (Marcus 1986, 147). Given her very public role and the way she conducted 
herself as if on a stage, Elizabeth's constant negotiation between her self-constructed 
male and female sexual identities has far-reaching implications. Although Marcus' study 
focuses solely on these influences on Shakespeare's heroines, Mercedes Carrion's article 
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studies how at least one Spanish author-Ana Caro-dramatized the complex dynamics 
between a female monarch and her subjects.6 
Just as Elena Cornaro served as an example of a learned Italian woman, the case 
of Margaret Lucas Cavendish ( 1623-1673) is of interest when considering seventeenth-
century learned women in England. Cavendish, like Ana Caro, tried her hand at 
historical writing in addition to authoring plays and poems. In 1667, Cavendish 
published a history of her husband, the Duke of Newcastle, entitled Life of William 
Cavendish. According to Natalie Zemon Davis, this was a "richly documented, if 
partisan description of Newcastle's career, his efforts to regain his vast estates after the 
Restoration, his literary friendships with men like Hobbes, his character and opinions" 
(1980, 164 ). While not presenting itself as a history of the conflict of England's Civil 
Wars (1642-1651 ), it is nonetheless a "coherent and consciously fashioned portrait of the 
political, economic, and cultural life of an aristocrat during those years" (Zemon Davis 
1980, 164). 
What feminist scholars find most interesting about this text, however, is the 
preface that Cavendish included in which she offers her ideas about history as a genre, as 
well as her thoughts about being a woman writing history. Her tone ranges from self-
deprecating to quite defiant. For example, she says of her writing style, "I am resolved to 
write, in a natural plain style, without Latin sentences, moral instructions, politic designs, 
6 One of the Spanish male playwrights also interested in the question of women ' s rule was Calderon. Mary 
Lorene Thomas ( 1996) examines Calderon's different portrayals of Queen Cristina of Sweden in her article 
entitled "Conversions of the Woman Monarch in the Drama of Calderon de Ia Barca." Lorene Thomas 
argues that Calderon dramatizes the popular desire for the independent and imperfect (i.e . female) ruler to 
be converted to perfect ruler and wife-a conversion that serves to neutralize her, given that her 
independence was a threat. 
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feigned orations, or envious and malicious exclamations, this short history of the loyal, 
heroic, and prudent actions of my noble Lord" (1886, Preface xli). This "plain style," she 
is certain, will help her to author the most truthful history possible, even if she herself 
commits "faults" for her "want of learning, and chiefly of skill in writing histories" 
(1886, Preface xlv). She defends herself on this point quite vehemently: 
I fear not any such blemishes in this present history, for I am 
not conscious of any such crime as partiality or falsehood, but 
write whilst my noble Lord is yet alive, and at such a time 
where truth may be declared, and falsehood contradicted; and 
I challenge any one (although I be a woman) to contradict anything 
that I have set down, or prove it to be otherwise than truth; ( 1886, Preface 
xliii) 
C.H. Firth, who edited and published this work in the nineteenth century, 
explained that upon its initial publication in 1667 it was praised just as much as it was 
condemned (by men, it should be noted). He also states in his Preface that the Duchess 
herself was often a polarizing figure: 
Her reputation has suffered something from the pens of others, 
but more from her own. She wrote a number of excellent things, 
but carefully buried them in a vast heap of rubbish. No woman ever 
more frankly described herself in her writings. Even those who 
admire and love her most must admit that some of her defects are 
too high! y developed for the character of a perfect heroine. ( 1886, xxx) 
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In spite of her eccentricities (and, in Firth's estimation, character flaws), Margaret Lucas 
Cavendish did , in fact, have a positive legacy. She understandably felt compelled to use 
the topos of modesty in order to legitimize her venture into the male-dominated field of 
historiography, but what matters is that she forged ahead. That her work was ultimately 
well received and successful is proven by a second edition that appeared in 1675 and also 
by a translation into Latin that was published in 1668 (Zemon Davis 1980, 178). Unlike 
our other Duchess, Eleonora, Cavendish had no children; it seems she preferred writing 
to mothering. Indeed, Firth calls Cavendish an "indefatigable playwright," even though 
her plays were not particularly well received by the world. Between 1662 and 1668 she 
wrote at least twenty six plays. And though she may never have earned an advanced 
degree, she was, all the same, a life-long student whose writing, and in particular whose 
historical narrative, inspired women in her wake to also pick up the pen. Lady 
Hutchinson (1620-1681) is mentioned by Zemon Davis (1980) as someone who certainly 
attempted to imitate Lucas 's work. However, it was not until 1806 that Memoirs of the 
Life of Colonel Hutchinson by his widow Lucy was published. 
In conclusion, these five women-each in her own way-redefined the soc ial role 
assigned to them by their families and society. They found ways, often at great personal 
sacrifice, to empower themselves through education (formal or informal) and through 
their participation in male-dominated discourse (verbal or written) that was designed to 
exclude them. Ana Caro's circumstances in Spain were, to a large degree, similar to 
those of learned women in other European countries. Having said thi s, however, I should 
note some important differences. First, the years under study here that would roughly 
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correspond to Caro' s lifetime (1600-1650) position us square! y within the Baroque period 
in Spain. Second, the development of Spain's national theater in the first half of the 
seventeenth century produced a sort of historical anomaly, because at least five women 
were simultaneously writing and circulating plays, primarily in Madrid and Seville. 
Finally, Caro successfully positioned herself to earn a living (at least in part) by means of 
her writing-a feat that makes her one of Spain's (and Europe's) first female professional 
writers. 
Ana Caro in Spain's Baroque Period 
Knowing that Ana Caro lived the greater part of her life in Seville during the first 
half of the seventeenth century leads us to ask what her particular circumstances as a 
Spanish woman might have been. These circumstances were undoubtedly influenced by 
Spain's Baroque culture. The sense of conflict and crisis that characterized life on the 
Iberian Peninsula during the 1600s had political, social, and artistic repercussions. In the 
words of Jose Antonio Maravall, during the first half of the seventeenth century, "the 
social consciousness of crisis weighing upon human beings provoked a world view 
wherein the minds of the epoch felt overwhelmed by an innermost disorder" ( 1986b, 
149). This sense of disorder is related to familiar Baroque topoi that included the 
"madness" of the world, the world "upside down," and the world as a "stage." It is not 
just the chaos of a changing world that produces anxiety, however, but also the fleeting 
nature of man's existence. According to Jose Manuel Blecua, "de lo fugitivo de la 
existencia, derivara la melancolfa del Barraco, tan bien conocida, lo mismo que el 
pesimismo y el desengafio" (1984, 10). 
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One of the techniques adopted by artists in order to combat the melancholy and 
pessimism typical of Baroque culture was the cultivation of novelties. Maravall explains 
how this represented only a slight shift from the sixteenth century: 
Baroque declarations in favor of the new were no less fervent 
than those of the sixteenth century, but to the extent that 
they were permitted they were limited to poetic game 
playing, literary outlandishness, and trick effects machinated 
on stage, which evoked wonder in and suspended the 
depressed psyche of the seventeenth-century urban inhabitant. ( 1986b, 
227) 
This is related to what Blecua calls the second part of the Baroque aesthetic, which is the 
belief that "uno de los fines de la obra literaria debe consistir en causar asombro, producir 
sorpresa usando todos los artificios conocidos, desde la mas simple antftesis a la metafora 
mas audaz o la hiperbole mas extremada" (1984, I 4 ). Caro, like Gongora, Lope and 
Quevedo before her, will make use of all of these poetic devices in her work and often 
self-consciously draw attention to them. She will also draw heavily in her two plays 
upon the Baroque interest in confusion, as well as feature the marvelous splendor of 
Seville and its churches and gardens in two of her relaciones. Indeed, the history of 
Seville in many ways reflects the points made by Maravall in his study of the Baroque 
(demographic shifts, economic crisis, banditry and increasing repressive measures taken 
by the authorities), and whether or not Caro was a native of the city matters little in our 
examination of the social circumstances that would have shaped her life. 
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Many studies on Seville in the seventeenth century have been published. Mary 
Elizabeth Perry's Gender and Disorder in Early Modern Seville (1990) sheds light not 
only on the city itself but also on its women and their lives. There are two considerations 
that must be taken into account when characterizing life in Seville in the seventeenth 
century: first, due to its function as the commercial capital of the Spanish empire after the 
discovery of the New World, by the end of the sixteenth century it had become the fourth 
largest city in Europe; and second, religious beliefs greatly influenced ideas about gender 
ideology (Perry 1990, 4-6). The first point is important because it highlights Seville's 
privileged position as the port city of Spain. It was a lively city, but also a city in flux, 
with people constantly coming and going. The abundant activity was not just commercial 
in nature-there were religious and social events happening as well. In 1639, for 
example, records indicate that Antonio de Rueda was contracted to manage the 
arrangements for the production of ninety plays starting on the first of November and that 
at least two plays had to be premiered every week (Cristobal Perez Pastor 1901, 318-19). 
Ana Caro's own accounts of some of the religious spectacles held in Seville will be 
examined later. 
All of this activity, nevertheless, eventually produced a strain on the city. With so 
many of Seville's men either enticed by adventures in the New World or forced by 
economic factors to try their luck in the colonies, the city's demographics shifted 
considerably. According to Perry, it is possible that female "participation in the city's 
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labor force may have increased during the sixteenth century when so many men left 
Seville but reliable figures are not available" ( 1990, 16). What is certain is that there was 
much anxiety-especially in the ranks of religious authorities-about how to control the 
city's women, who were seemingly gaining more and more independence. Thus, it was 
that "[ e ]nclosure and purity developed as strategies for defending the faith at this time, 
for separating the sacred from the profane, and also for protecting the social order" (Perry 
6). 
One of the examples of enclosure that Perry mentions is the development and 
commercialization of the brothel system. The system itself had existed in Spain for many 
years, but Perry focuses on the new legislation introduced in Seville in the seventeenth 
century designed to better regulate the brothels and, by extension, the prostitutes who 
worked in them. Prostitutes were considered a social evil on the one hand (these women 
controlled their own market value, so to speak, thereby placing them outside of most 
forms of masculine authority), but on the other, they were also seen as a social necessity 
(their very presence helped to stave off worse sins such as homosexuality, incest or rape). 
By designating certain establishments as lawful and by appointing a male "padre" to 
oversee such an establishment, the city officials intended to restrict the "freedom" that 
prostitutes had formerly enjoyed. Another interesting measure taken by the officials 
required prostitutes to distinguish themselves from other women through their dress 
(Perry 1990, 48). 
It should be noted that practices of enclosure were not unique to Seville or to 
Spain for that matter. Peter Stallybrass (1986) studies similar practices in Early Modern 
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England, and many of his ideas about the practices of enclosure-especially that of 
equating silence with chastity-can also be applied to the Spain of the same time period. 
Stallybrass emphasizes how the female body itself was closed off as yet another way to 
control women and their activity. The writers of Renaissance conduct books7 in England 
find woman's body naturally "grotesque" (Stallybrass 1986, 126). This led to heightened 
surveillance of woman, but, in particular, surveillance that concentrated on her mouth, 
her chastity, and the threshold of her house. Often these areas "collapsed into each other" 
and it was quite common to encounter the "connection between speaking and 
wantonness" in legal discourse as well as in the conduct books (Stallybrass 1986, 126). 
In this society a woman who speaks is guilty of a kind of "verbal prostitution." She must, 
therefore, literally keep her mouth closed in order to prove her chastity. It is thus no 
surprise that "silence and chastity are, in turn, homologous to woman's enclosure within 
the house" (Stallybrass 1986, 127). We will return to these ideas later in the discussion 
of Ana Caro's plays, because in them a woman who breaks her silence (by speaking or 
taking up her pen) is not only jeopardizing her good reputation but also her personal 
safety. 
For women in Seville, silence and chastity were considered essential aspects of 
female purity. According to Perry, the "most powerful symbols and legends that 
prescribed gender ideals for women came from religion: Mary, the Virgin Mother, and 
Justa and Rufina, the sister martyrs" (1990, 33). The sixteenth- and seventeenth-century 
7 Similar to a Spanish manual de instrucci6n, English conduct books of the 17'11 and 18'11 centuries were 
designed for young adult readers and presented a Christian-based code of behavior to be followed in order 
to live a good (i .e. faithful) life. 
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portrayals of Mary are particularly interesting, because they tend to emphasize less the 
Virgin's active intercession on behalf of sinners and focus instead on her obedience. One 
Spanish writer, Juan Luis Vives (1493-1540), promoted an idealized image of Mary to 
serve as the symbol of female purity. It is important to remember that this chaste and 
silent Mary implicitly "denied the sexuality of woman and promoted the belief that it was 
dangerous and sinful" (Perry 1990, 41 ). Maclean also highlights that the Virgin Mary's 
importance to the Counter-Reformation is very great, since "in many texts and paintings 
she is linked with feminist topics; but in the final analysis, her relationship to woman is 
similar to that of Christ to mankind, a model of unattainable perfection" ( 1980, 23). 
Although less focused on chastity, per se, the legend surrounding the sister martyrs 
likewise promoted female self-sacrifice for the sake of the communal good. Justa and 
Rufina were two sisters who made a living by selling their wares to the Romans in the 
third century. One day they were approached by a group of rowdy locals who demanded 
that they pay homage to the pagan gods, and when the sisters refused, a struggle ensued 
and the locals' religious icons were destroyed. The sisters were dragged to the 
authorities, but in spite of threats that escalated to atrocious acts of torture that lasted for 
months, they refused to betray their God. They died persecuted yet steadfast in their 
faith, and their bones eventually came to rest in Seville. 
It would seem, then, that Ana Caro's beloved Seville would have been a rather 
stifling place for a woman with her talents and ambitions. However, despite the 
restrictions (or perhaps as a response to them), Seville was home to, or was visited by, a 
number of remarkable women who successfully maneuvered around the many obstacles 
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they confronted in pursuit of their dreams. The following section highlights a few of 
these women with the intent to reveal their potential impact on Ana Caro. 
Given the important role that religion played in the daily life of sixteenth- and 
seventeenth-century Seville, it is not surprising that many women turned to religion as a 
means of achieving a certain degree of independence or an education that involved more 
than learning how to cook and sew and be a good housewife. There are numerous studies 
about nuns and life in the convent, and in particular about how thi s life often afforded 
women the opportunity to educate themselves and even take up writing, as is exemplified 
by Saint Teresa.8 However, it is important to remember that convent writing responded 
to a different readership and to different rules. Lisa Vollendorf elaborates on thi s 
difference by explaining that religious women "wrote in response to their confessors' 
requests, as a means to instruct other nuns, for purposes of correspondence, and for 
convent festivities" (2005b, 431 ). Considering the fact that Ana Caro was a secular 
writer, I wish to focus on women who functioned outside of traditionally sanctioned 
feminine spaces and, therefore, might have served as models for our author. 
Catalina de Jesus y San Francisco 
Catalina de Jesus ( 1639-1677) is a very good example of a secular female writer. 
Her married name was Garda Fernandez de Bernique, but she took the name "de Jesus y 
8 It seems appropriate to mention Sor Juana Ines de Ia Cruz here, even tho ugh she was a New W orld nun , in 
light o f the fact that she, like Caro , wrote a comedia, Los empeiios de una casa ( 1683), that challe nged 
traditi onal notions about gender roles. About conve nt writing in the New W orld , see Electa Arena! and 
Stacey Schlau 's Untold Sisters: Hispanic Nuns in Their Own Works ( 1989). For a ge ndered reading of Sor 
Juana ' s play, see Constance Wilkins ( 199 1 ), in which she compares Los empe1ios de una casa to Zayas's 
La traici6n de Ia amistad, concluding that "these wo men interrogate the dominant noti ons of ge nder 
di ffere nce and of soc ietal standards for behavior" ( 11 6). 
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San Francisco" for her religious life (Barbeito Carneiro 2001, 56). Catalina was a 
beata-that is, a woman who had taken a vow of chastity and promised to serve God but 
without entering a convent. These women practiced Christian virtue unregulated by 
family or religious order (Barbeito Carneiro 2001 , 50). Unfortunately for the beatas, they 
often fell under the suspicion of the authorities, which is what happened to Catalina. She 
posed a threat to the Inquisition precisely because of her position of power within the city 
and nearby towns. Perry points out that "[a]ccording to Inquisition records, nearly seven 
hundred people in Seville and thirty nearby villages obeyed the directives of Catalina de 
Jesus. Her followers believed that God spoke to her in visions and ecstasies. Venerating 
her life of holiness, they gave her the reverential title 'madre"' (1990, 107). She was 
eventually cleared by the Inquisition, and died on November 7, 1677. 
Although none of Catalina' s writings survived, she was known to write in 
addition to prophesy, and many of her "visions" were famous not just in Seville but also 
far beyond the city' s limits. Her son, Juan Bernique, wrote a biography of his mother 
that was published in 1693 (Barbeito Carneiro 2001, 55). Bernique ' s vita is supposed to 
have drawn heavily on his mother's personal letters and writings, and it relates Catalina's 
journey from young woman reluctant to marry and to have children to respected religious 
person. Catalina did eventually marry, but she was widowed at a young age. With no 
desire to find a new husband, she left her children in her aunt's care and began her life as 
beata (Vollendorf 2005, 434 ). One of her notable deeds was opening a school for young 
girls in her own home with the help of her aunt. It is understandable that Bernique 
"focuses on her [his mother' s] exceptional spirituality and her accomplishments within 
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the church" (Vollendorf 2005b, 435). However, this spirituality was often viewed 
skeptically by others, so Bernique "takes care to distinguish his mother's spirituality-
including the miracles she performed and the visions she had-from the 'insolent women 
who, with diabolical astuteness, profaning the name of beata [ ... ],wore the habit of 
sanctity in order to hide their insolence [and] their vices"' (Vollendorf 2005b, 434-35). 
All accounts indicate that Catalina was a controversial figure, but her actions, her 
circumstances, and her words (as told to us by her son) reveal a great deal about the 
expectations of, and pressures placed upon, beatas by men and women alike. For this 
reason, it is important to keep in mind that, "[a]lthough most historians have dismissed 
Catalina de Jesus and other beatas as weak and hysterical women, archival evidence 
indicates that they exercised powerful functions as traditional symbols of holiness in the 
sixteenth and early seventeenth centuries" (Perry 1990, 107). Charlatan to some yet 
visionary to others, Catalina de Jesus, whichever way one sees her, most definitely 
functioned outside of the wife/nun, either/or scenario that limited a woman's autonomy. 
Catalina de Erauso ("La monja alferez") 
The story of the so-called "Nun-Lieutenant" (1 592-1650) is a pmticularly 
fascinating one. The extent to which she truly authored her autobiographical account has 
been questioned by some scholars (as we will see shortly), but much of the information 
included in the text has been verified as factual. The young Catalina left her parents' 
home in San Sebastian at the age of four, and entered a convent (in the old quarter of the 
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city) where she was cared for by her aunt until the age of fifteen. 9 After a dispute with 
one of the senior nuns ("me maltrat6 de manos y yo lo senti"), Catalina managed to leave 
the convent without being detected on the night of March 181h, 1600. Taking to the 
streets, she was forced to fend for herself as best she could. She concealed her identity 
by dressing as a man, because she was well aware that a young woman in her position-
alone and homeless-would not get very far in the world. But as a man, Catalina 
travelled extensively. In fact, she left Spain and spent years in the New World, gaining a 
reputation for being a courageous and dedicated soldier. She fought in battles, killed 
when necessary, survived many long treks through perilous terrain, and persevered 
through inclement weather, hunger and injuries. 10 As a reward for her bravery and talent, 
she was promoted to the rank of "alferez" and placed at the head of her unit of troops. 
It was only when she realized that the treatment of a wound she had sustained 
would reveal the truth hiding beneath her clothes that she confessed that she was a 
woman-and not just a woman, but also a virgin. This revelation naturally shocked those 
who knew her and had worked with her, but many of them later wrote letters to the 
authorities verifying the great feats that Catalina had accomplished and also praising her 
service and valor. When Catalina returned to Spain in 1624, she immediately initiated a 
sort of "tour" through Spain and other parts of Europe. From Cadiz, she travelled to 
9 For this and all of the biographical information in this sec ti on , I am using Angel Esteban's 2002 edition of 
Historia de La Monja Alferez. Catalina de Erauso, escrita por ella misma . 
10 A quick survey of the chapter su mmaries in her Historia gives one a good sense of the places she visited 
as well as the conflicts she encountered in each locale. For example, in Chapter VI "Llega a Ia Concepcion 
de Chile y halla allf a su hermano. Pasa a Paicabf, hallase en Ia batalla de Valdivia, gana una bandera. 
Retfrase al Nacimiento, vaal valle de Pun!n. Vuelve a Concpeci6n, mata ados y a su propio hermano." 
Likewise, in Chapter XVIII "Mata en Cuzco al nuevo Cid quedando herida." 
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Seville, then to Madrid and to Pamplona. When she tried to cross the French border, 
however, she was mistaken for a spy and thus forced to return to Madrid. Although 
perhaps it was an embarrassment to be thwarted in this fashion, Catalina's return to 
Madrid proved to be quite beneficial. She succeeded in meeting King Philip IV and went 
so far as to ask him to compensate her for her services to the Crown. The king honored 
her request by providing her a pension. This royal recognition was noteworthy in and of 
itself, but it was overshadowed by that supplied later by Pope Urbano VIII. Catalina 
made her way to Rome in 1626, where she saw the Pope and told him of her adventures . 
According to her account, although the Pope was amazed by what he heard, he granted 
her permission to continue cross dressing for the remainder of her life. 
The French poet Jose Marfa de Heredia edited and translated in 1894 what he 
believed to be an autobiographical account that Catalina herself had written in transit to 
Spain in September of 1624.11 He mentions in his prologue that two other accounts of 
Catalina's adventures were published in 1625: one in Madrid by Bernardino de Guzman, 
and the other in Seville by Simon Fajardo; unfortunately, these accounts did not survive. 
Later, Heredia also mentions that Juan Perez de Montalban wrote and staged at the royal 
court his play La monja alferez, and that nearly two centuries later Jose Marfa Ferrer 
published a complete version of Catalina's story, which included a large number of 
additional documents intended to verify the authenticity of the narrative. 
11 According to Heredia, Erauso Hco menz6 a escribir o dictar [Ia autobiograffa] , el 18 de septiembre del afio 
1624, cuando volvfa a entrar en Espana en el galleon 'San Jose"' (2005, 2). 
It is precisely this question of "authenticity" that has been much debated by 
critics. As Angel Esteban states in his introduction, no one can say with great certainty 
whether or not Catalina actually wrote or even dictated her autobiography (2002, 25). 
However, Rima de Yallbona, in his 1992 critical edition, points out that the events and 
the people that Erauso describes are consistently represented throughout the text: 
No hay duda de que en esas paginas la narradora esta muy 
cerca de las personalidades de la epoca y se ha codeado con 
ellas, pues en diferentes secuencias narrativas, distantes entre 
sf, las menciona sin equivocar sus atributos. Este efectivo 
recurso da unidad al relato; tambien hace que los detalles 
hist6ricos sin trascendencia queden permanentemente 
revitalizados por la evocaci6n creativa. (1992, 15) 
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This, in turn, leads Esteban to assert that there are sufficient details to suggest that the 
missing original manuscript could have been authored by the protagonist, since "las 
mismas caracterfsticas se conservan en todas las versiones conocidas, que son copias del 
supuesto original" (2002, 26). For our purposes, however, what matters most is 
Catalina's story itself, since it serves as an historic example of the mujer varonil, a figure 
who, as we will see later, was of great interest to Caro in Valor, agravio y mujer. 
It seems that Catalina achieved-in her own lifetime-a kind of celebrity status. 
Unfortunately, the public scrutiny that was directed towards her was not always well 
intentioned. Many who wished to see her wanted only to gawk at the cross-dressed 
woman walking through the streets. The raucous crowds sometimes caused Catalina to 
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cut short her visits, as was the case in Seville. She stayed only fifteen days, apparently 
because she felt uncomfortable with the attention she was getting from curious onlookers. 
In her own words, she said that her time there was spent "escondiendome cuanto pude, 
huyendo del concurso que acudfa a verme vestida en habito de hombre" (Esteban 2002, 
168). Perry confirms that on a return visit to Seville in 1630, Catalina "created a 
sensation as she entered the cathedral, for she wore men's apparel and had a royal license 
to do so" (1990, 127). In spite of the ogling, Catalina's status as sanctioned cross-dresser 
and decorated soldier provided an alternative gender-role model for both men and women 
to contemplate. In Perry's estimation, however, this model proved harmful: 
Aware of the restrictions that gender imposed on her life, she did not 
try to change the inequity between the sexes. Instead, she chose to 
change herself, to deny her body, to repudiate the convent, habit, 
and submission expected of her as a woman, and to construct for 
herself a male persona that would completely obliterate her identity 
as a woman. (1990, 134) 
How Erauso might have gone about changing the "inequity between the sexes" at that 
time is not explained by Perry. Although it is impossible to know whether Caro might 
have seen or even met Catalina de Erauso, it is nonetheless interesting to know that her 
story was headline news in Seville at a time when Caro may have begun to write her 
plays, and in particular, Valor, agravio y mujer, which features a cross-dressed female 
protagonist. Henry Ettinghausen suggests that the "reports of the lady from South 
America may have helped promote the popularity in the contemporary theatre of the 
mujer varonil, or manly woman" (1984, 17), although he does not mention Caro ' s play. 
Feliciana Enriquez de Guzman 
Like Ana Caro, Feliciana belonged to the small group of Spanish women who 
wrote comedias. Her Tragicomedia de los Jardines y Campos Sabeos consists of two 
parts and includes coros and entreactos-the complementary pieces that would have 
constituted the complete theatrical performance. This play appeared in two different 
editions-one in 1624 and another in 1627-which has led scholars to believe that 
Enriquez de Guzman herself most likely assisted with the corrections made in the later 
edition (Soufas 1997b, 227). Her contribution to Golden Age literature is, therefore, 
quite significant, since, on the one hand, she was a woman author fully engaged in the 
business of writing and revising texts, and on the other, we have a rare glimpse at the 
aforementioned complete staging. 
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Feliciana's own work has often been overshadowed by one of Lope de Vega's 
works: Laurel de Apolo. In the poem Lope mentions and discusses a "Feliciana" who 
disguises herself as a male in order to attend classes at the University of Salamanca. 
Once enrolled in classes, she falls in love with another student, Felix, but when she 
becomes jealous, he ends the relationship and she leaves the city. As Teresa Soufas 
points out, many scholars (such as Menendez Pelayo, Cotm·elo y Mori and Blanca de los 
Rfos) accepted as fact the identification they drew between the historical Enrfquez and 
the literary "Feliciana" (1997b, 225). This same tendency is seen in Perry's comments 
as well, since she mentions that Enrfquez even won prizes while studying in Salamanca 
(1990, 132). Perry contrasts her to Catalina de Erauso by reinforcing that Feliciana 
Enrfquez "won praise not for her combat bravery, but for her 'manly mind,' which 
enabled her to succeed in scholarly pursuits believed appropriate only for men" 
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(1990, 132). Soufas calls into question these practices, stating that the ensuing confusion 
between historical author and fictional character "conflates the reality of Enrfquez and 
her accomplishments with the critical/scholarly appreciation of her as a rare and 
exceptional being who must bend the gendered categories in order to find some measure 
of success as a writer" ( 1997b, 225). Whether the two Felicianas are really one and the 
same will continue to divide scholars, but fortunately, in the last ten years, more studies 
have concentrated on Feliciana's works. 
In 2005 Julio Velez-Sainz analyzed Enrfquez 's use of mythological elements in 
Tragicomedia de los jardines y campos sabeos to promote a Sevillian-style theater as an 
alternative to Lope de Vega's comedia nueva. This very same year, Marfa Reina Ruiz 
published an article about the Tragicomedia, focusing her analysis on the entreactos of 
the second part and their function as political satire. Marfa Reina Ruiz 's book-length 
study on Feliciana Enrfquez de Guzman was also published in 2005. These studies have 
made it possible to speak of certain tendencies that are found in Enrfquez's writing. Julio 
Velez-Sainz points to the following aspects in particular: " la educaci6n clasica, el gusto 
por el ornato mitol6gico, su atrevido sentido del humor, la mezcla de lo c6mico y lo 
tragico, la experimentaci6n tecnica y generica y la ya mencionada adscripci6n de la 
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autora dentro de lamas elevada nobleza andaluza" (2005, 93). When studying 
Enriquez ' s dramas, it is important to note that unlike Caro, who was following in the 
footsteps of Lope and, therefore, producing comedias nuevas, Enriquez preferred to 
follow the precepts of classical theater: "[p]ara Feliciana el arte teatral debe volver a las 
formas cultas del teatro del siglo XVI, tan tipicas en un Juan de Mal-lara [sic] o en un 
Juan de la Cueva" (Velez-Sainz 2005, 98). Despite this artistic difference, Feliciana 
Enriquez de Guzman could still have served as a source of inspiration for Caro. She, too, 
lived and worked in Seville and possibly died during the plague of 1645. Enriquez de 
Guzman married (twice, in fact) but she had no children (Soufas 1997b, 225). It is 
certainly true that Caro's plays have received much more critical attention in recent 
scholarship than those of Enriquez de Guzman; nevertheless, the historical Feliciana, just 
like Caro, should be credited for her literary contributions. 
Other Female Writers of Golden Age Spain 
Studying literature written by women within Spain, as is becoming clear, offers a 
fascinating look at the complex and diverse nature of the nation's cultural production. 
The cases we have considered so far, nonetheless, tend to be anomalous in the sense that 
women chose to write poetry far more often than they chose to write autobiography or 
drama. Even though it might have been more common to meet a poetisa than a 
dramaturga, Spain's female poets and playwrights faced similar problems in terms of 
their access to a public literary discourse that often intended either to silence them or to 
ask for their participation in their own objectification, namely by means of internalizing 
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the male gaze and thus presenting themselves as objects to be contemplated rather than 
active subjects. This is why turning our attention briefly now to Spain's women poets 
will help us to appreciate all the more Caro's literary accomplishments. 
In their study of women's lyric poetry in Golden Age Spain, Julian Olivares and 
Elizabeth Boyce (1993) discuss authorial strategies used by women in four sub-genres: 
love poetry, las querellas femeninas, burlesque love poetry, and religious poetry. When 
examining love poetry, Olivares and Boyce elaborate on Ann R. Jones's ideas about the 
three techniques used by women poets when confronting the masculine models of 
discourse: they accept it as is, they accommodate it or they subvert it altogether ( 1993, 
16). This question of how to treat existing models is one that women poets face 
consistently, so Jones's three techniques can be applied to other genres as well. Indeed, 
as Olivares and Boyce point out, some noticeable differences become evident when 
women's poetry is compared to men's. In women's religious poetry related to the Virgin 
Mary, for example, the female poets "se dedican mas a Cristo que a su Madre, 
escribiendo poesfa con enfasis tematico en Ia Natividad, Ia Eucaristfa, y, notablemente, en 
Ia poesfa mfstica de imagen er6tico-nupcial" ( 1993, 57) . This different focus reflects 
women's exclusion from the theological debates of the day. It was the men, after all, 
who discussed the validity of the miracles attributed to the Virgin, her birth free from 
original sin, and her immaculate conception. Since women had little authority in 
theological matters-as is evident, in part, by their exclusion from the priesthood- 12 in 
12 The Roman Catholic church cited Timothy 2: 11-14 in its attempts to prevent women from teaching or 
having any kind of religious authority: "Let a woman learn in silence with full submission. I permit no 
woman to teach or to have authority over a man ; she is to keep silent. For Adam was formed first , then 
Eve; and Adam was not deceived, but the woman was deceived and became a transgressor." 
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the Marian context, they concentrated their attention on Christ rather than His mother. 
Only six of the poems in the Olivares and Boyce anthology focus on Mary herself and 
only three address Mary as mother, whereas fifty six poems are dedicated to her son 
(1993, 59). Similarly, the female poets' interest in mysticism stems from the mystic 's 
personal devotion to Christ. According to Caroline Bynum, the increasing power that 
priests wielded in the 1 i 11 century in administering the Eucharist alienated many in the 
congregation, especially women. The union between a priest and God made possible by 
the Holy Sacrament was a union that women, by virtue of their sex, could not achieve. 
Direct communication with God, therefore, afforded women an alternative (Olivares and 
Boyce 1993,64). Not surprisingly, in the mystic poetry included in the anthology, there is 
an abundance of Eucharistic poetry. 
Interestingly, in burlesque love poetry the women poets tend to focus their 
"burlas" on specific individuals whereas the men tend to generalize ( 1993, 57). For 
example, one of Leonor de Ia Cueva's poems was written at the request of a group of 
women who were upset with a poem written by a "don Vallejo"; this individual became 
the object of the "burla" in Cueva's verses. Other poems were written about "un 
caballero que galanteaba a una dama cuyo apellido era Luna" or "un hombre pequefio" 
(Olivares and Boyce 1993, 53-55). According to Olivares and Boyce, in these poems 
women's laughter becomes "Ia expresi6n velada de su sentido de inferioridad y 
subordinaci6n al hombre y su sociedad machista" (1993, 57). Additionally, the mere fact 
that women also wrote querellas femeninas illustrates the way in which they are 
accommodating the masculine discourse in order to subvert it. Olivares and Boyce 
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confirm that several of the poets in their anthology "expresan sus querellas femeninas 
contra el amor y los hombres, tanto en las formas populares como en las italianizantes" 
( 1993, 45). To call these women "feminists" in the modern sense of the word would be 
erroneous; nevertheless, we encounter in their works the beginnings of a female 
specificity trying to find a point of enunciation in the male-dominated discourse of the 
period. 
Two of the poets included in this anthology, Leonor de Ia Cueva and Marfa de 
Zayas, will be discussed in greater detail shortly, for they wrote at least one comedia 
each. Yet none of the ten women in the anthology wrote more than one co media nor did 
any of them write relaciones, as Caro did. In this sense, Caro's decision to position 
herself as a dramatist and as a chronicler is all the more noteworthy. She was choosing to 
embrace the least commonplace, so to speak, of the women's writing communities open 
to her. 
Although in certain circles the presence of a community of female poets was 
tolerated and even encouraged, one must not forget that these women were also the 
targets of much criticism. Olivares and Boyce emphasize that " [p]or el mero hecho de 
hacer publicos sus escritos, Ia mujer se hacfa una mujer publica, y, por consiguiente, se 
exponfa a toda invectiva que este tipo de mujer recibfa" ( 1993, 7). One of numerous 
examples is Francisco de Quevedo's "La culta latiniparla" ( c.l629).13 In this work, 
whether the learned woman ("Ia culta") is young or old, she is described as an ugly beast 
13 For all subsequent quotations of Quevedo, I am using Antonio Azaustre Galiana 's edition of Francisco 
de Quevedo: Obras completas en prosa Vol. /.1 (2003). 
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whose physical imperfections include unsightly facial hair, wrinkles, and graying hair. 
Quevedo speaks of "la cara bruja" of the young woman as well as the "falta de dientes" 
of the "vieja" (2003, 109). Furthermore, without the help of a teacher, a woman who tries 
to speak on her own is intolerable, because "los propios diablos no la pueden sufrir" 
(2003, 104). When she tries to correct her flaws, she is, nonetheless, guilty for 
misleading others with her fake appearance and, what is worse, with her " lenguaje culto" 
laden with euphemisms: "vengo bien mentirosa de facciones" (2003, 1 09). While 
Quevedo's tone is incisive and hostile, he is merely one more in a long line of authors 
who used their writing to protest the very notion of a learned woman. Years before him, 
Fray Luis de Leon in La perfecta casada (1583) advised the "wise" woman to speak 
rarely: "Y el abrir su boca en sabidurfa, que el Sabio aquf dice, es no Ia abrir sino cuando 
la necesidad lo pide, que es lo mismo que abrirla templadamente y pocas veces, porque 
son pocas las que lo pide la necesidad" ( 1965, 525). Once again we return to the idea of 
women's silence as the preferred norm, making any woman brave enough to speak (or to 
write) an aberration. 
For women authors of Spain's Baroque period, their task became even more 
complicated in light of their changing status. Woman had been largely idealized in the 
Renaissance, but the Baroque period brought about woman's return to the mundane 
world. Guillermo Dfaz-Plaja highlights a few of the significant changes noticeable when 
comparing Renaissance poetry to that of the Baroque. He states that while in the 
Renaissance, "El hombre es una voluntad de Gloria; la mujer, el eco de una superior 
armonfa; el paisaje, un reflejo de la divinidad," during the Baroque "se desmorona el 
hombre arquetfpico; Ia mujer [ . .. ] desciende a Ia categorfa de cosa concreta; el paisaje 
adquiere un mero valor de objeto plastico" (1983, 53-54). 
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Woman 's descent to flesh and blood, in the hands of an author such as Quevedo, 
can lead to intense scrutiny and criticism. But the changing notion of both men and 
women mentioned by Dfaz-Plaja also leads to the scrutiny of social practices and 
realities, as evidenced by the development of the commercial theater. The question of 
women's speech or autonomy in relation to male authority is one that is often explored in 
the comedia nueva: 
Among the most recurrent dramatized situations are the 
arrangements for upper-class marriages and the often 
devastating results of a love affair-or even merely an 
openly acknowledged amorous attraction-for the woman 
involved in contrast to her male suitor. Such scenarios often 
reveal the patriarchal social tendency to objectify the woman 
who is the center of scrutiny. (Soufas 1997b, ix) 
Ana Caro, the dramatist, had to face the same challenges as the female poets did when it 
came either to reproducing the design of the male-authored comedia or, on the other 
hand, somehow accommodating it or subverting the model. 
Spanish Golden Age Theater in Ana Caro's Time 
By the time Ana Caro published her first-known literary work, Lope 's new ideas 
about the comedia had been in circulation for nearly twenty years. Any up-and-coming 
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playwright would have had to take into consideration Lope's influence, even if he (or 
she) were not necessarily interested in becoming one of his many di sciples. As we will 
see in later chapters, Caro embraced and emulated many of Lope's techniques, but not 
necessarily all. Of the stock characters that often appeared in Lope 's works, for example, 
Caro uses all but the viejo (a significant omission, perhaps, considering its implications 
regarding patriarchal authority). Also interesting is the fact that her two plays have 
proven difficult to classify, largely because they appear to combine elements of three of 
the genres that Lope popularized: the comedia de capay espada (cloak and dagger play), 
the comedia palatina (court play), and the tragicomedia. 14 
It is important to remember that the success of Madrid's famous corrales and the 
publication of Lope 's Arte nuevo de hacer co medias (1609) are representative of changes 
taking place within Spain as a whole during the early part of the seventeenth century. 
Other theaters were being built: the Coliseo at Seville between 1601 and 1607; the new 
Olivera at Valencia in 1618-19; and the M ante rfa in the Alcazar at Seville in 1626 
(Shergold 1967, 209). In the case of the Coliseo (which had originally been rather poorly 
built), it was reconstructed, starting in 1614, in such a way that it surpassed in grandeur 
the corrales of the capital: "It was provided with a painted wooden roof, and twenty 
marble columns were set round the patio[ . .. ]. In the patio there were fixed benches with 
backs, of which 250 were made in 1615, together with 50 chairs with leather seats, 
presumably for the 'aposentos'"(Shergold 1967, 209). Likewise, La Monterfa "was made 
1 ~ For explanations of the characteristics of each of these genres, see Jonathan Thacker ' s A Companion to 
Golden Age Theater (2007). 
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of wood, with stone pillars, and as in the Coliseo, which it resembled, the boxes had iron 
balustrades" (Shergold 1967, 21 0). These structural advances help to explain, in part, 
why the Seville native Rodrigo Caro asserted in a book he published in 1634 that these 
theaters were magnificent and that the Coliseo, in particular, was the best theater in all of 
Spain.15 What is more, another corral in Seville, known as Doiia Elvira (built in 1579) 
had long been a favorite of actors because of its excellent acoustics, even if it could not 
rival the other more modern theaters in terms of overall conditions (Rennert 1963,49-
52). Ana Caro would have witnessed in the first half of her life the growth and 
development of some of Spain 's finest and most modern theaters. 
Spain's Dramaturgas 
We know that Caro was not the only woman writing plays during her lifetime, 
since, as we have already seen, Feliciana Enriquez de Guzman published her comedias 
during the 1620s. In addition to Caro and Enfquez de Guzman, three other women were 
actively writing in the first half of the seventeenth century: Angela de Azevedo, Leonor 
de la Cueva, and Marfa de Zayas. Of these women, Zayas-who spent most of her life in 
Madrid-has received the most scholarly attention, although the majority of these studies 
focus on her collections of short novels. 16 However, in the last thirty years, her play La 
15 Rodrigo Caro describes Seville's theaters in Antigiiedades, y principado de Ia ilustrfsima ciudad de 
Sevilla, which was first printed in 1634 (25). 
16 In 1637 Zayas published Nove/as amorosas y ejemplares and in 1647 Desengaiios amorosos. 
Confirmation of the recent interest in her work is found in that in the span of just one year, three book-
length studies on Zayas appeared : Margaret Greer' s Marfa de Zayas Tells Baroque Tales of Love and the 
Cruelty of Men (2000), Marina Brownlee's The Cultural Labyrinth of Marfa de Zayas (2000) and Lisa 
Vollendorfs Reclaiming the Body: Marfa de Zayas's Early Modern Feminisim (2001 ). 
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traici6n en la amistad ( 1632) also has been studied, translated into English, and even 
staged. 17 
Angela de Azevedo, who was born in Lisbon, eventually made her way to King 
Philip IV's court in Madrid where she served as lady-in-waiting to Queen Isabel. She 
wrote her three extant plays during Queen Isabel's reign from 1621 to 1644 (Soufas 
1997b, 2) yet similar to the other women in this group, there is no record of performances 
of any of these plays. 
Finally, Leonor de la Cueva, born in northwestern Spain in Medina del Campo, 
wrote poetry and at least one comedia, Lafirmeza en la ausencia. Based on historical 
references in the play itself, Soufas concludes that it "was written apparently anywhere 
from the 1640s to perhaps the 1660s and thus at or just beyond the midpoint of the 
playwright's life" (1997b, 196). The play's background is the early sixteenth-century 
French invasion of Naples, but it features the inner struggle of the protagonist, 
Armesinda, who is separated from her lover Juan when he is sent off to defend the city 
from the French. As the title suggests, Armesinda's devotion to Juan never wanes, even 
though the king himself is actively pursuing her. The action of the play revolves entirely 
around Armesinda's resistance, thereby relegating the male characters to assume 
secondary roles. 
Although her play has received some scholarly attention in recent years, Leonor 
de la Cueva is better known for her poetry. Thirty of her poems appear in Olivares and 
2~ In 2003 a performance in English of Zayas 's play was staged at the Festival of Golden Age Theater in El 
Paso, Texas (Mujica 2004, 176) . 
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Boyce's anthology, and one is included in Blecua's Poesfa de La Edad de Oro. Olivares 
and Boyce point out that a fair number of Cueva's poems were written "a petici6n," or at 
the request of others. Considering this fact, they suggest that Cueva likely belonged to a 
"cfrculo literario" in Medina del Campo and that it is there where she would have shared 
with other poets many of the fifty four poems that she left behind in a manuscript ( 1993, 
48). Perhaps in this setting, among friends, she also shared her play, since there is no 
record that it was ever performed in a public theater. 
These women playwrights are remarkable both within the Spanish and the 
European contexts, because speaking out by writing theater intended for public 
consumption was considered transgressive behavior for women. Furthermore, these 
women "entered the male-dominated literary culture and refused to replicate the exact 
plot lines and tropes found in men's writing" (Vollendorf 2005a, 88). Significantly, their 
plays are often set in interior spaces that are contrasted to the outside world, which is 
depicted as violent and threatening. 18 Furthermore, the female characters are usually the 
protagonists, and so it is that women's concerns, frustrations, successes, and 
disappointments are in the spotlight. Their relationships with one another are also given 
more attention, which leads to interesting questions about the ways women work 
collectively (or not) to achieve their goals. 
When these plays are studied collectively, there has been a tendency in scholarly 
criticism to focus on either the inverted gender roles often portrayed in the plays or the 
18 This is evident in La traici6n en La amistad, by Marfa de Zayas, where the women remain indoors for the 
majority of the play, as opposed to Liseo and the other men who move freely between houses. When the 
women do appear outside the house on the balcony, they disguise themselves in order to deceive the 
duplicitous Liseo. 
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representation of an apparent solidarity among the female characters. A cursory scan of 
just a few article titles confirms this trend: "La hermandad entre mujeres como espacio 
para la autoridad textual en el teatro de Marfa de Zayas y Ana Caro" by Alcalde Pilar 
(2002); "Marfa de Zayas and Ana Caro: The Space of Woman's Solidarity in the Spanish 
Golden Age" by Mercedes Maroto Camino ( 1999); "Marfa de Zayas and the Invention of 
a Women's Writing Community" by Amy Kaminsky (2001); and "Female Communities, 
Female Friendships and Social Control in Marfa de Zayas's La traici6n en la amistad: A 
Historical Perspective" by Laura Gorfkle (1998). These titles also reveal that Zayas and 
Caro continue to receive more critical attention than Azevedo and Cueva, although 
Teresa Soufas's Women's Acts (1997) includes plays written by all five of these women. 
In the companion study published that same year, Dramas of Distinction, Soufas reveals 
several thematic connections present in these works. 
This focus on women's solidarity (or, as Lisa Vollendorf would call it, 
"homosociality") is certainly necessary, for "the topic of women's friendship in the early 
modern period has proved elusive for literary critics" (Vollendorf 2005b, 425). In her 
study of Zayas and Caro, as well as the novelist Mariana de Carvajal, Vollendorf 
concludes that their representations of female friendship and eroticism examine territory 
not explored by male authors of the period, since all three "focus more on female than 
male characters and on a variety of relationships between women" (2005b, 431 ). While it 
is true that Zayas's play most clearly exemplifies the potentialities of women's 
collaboration and partnership, Caro's plays, as we will see, are less one-dimensional in 
this regard. The alliances forged and depicted in both El conde Partinuples and Valor, 
agravio y mujer are not limited to same-sex relationships. 
One might wonder, then, to what extent is Caro representative of these women 
playwrights. With this consideration in mind, and having examined the cultural 
influences of both the Renaissance and Baroque periods that contributed to Ana Caro's 
condition as a learned woman in Spain in the seventeenth century, it is now time to turn 
our attention to her works . 
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Chapter Two 
Between Friends: The Role of Ribete in Valor, agravio y mujer 
The ancient world knew nothing of friendship between the sexes, the medieval world 
knew very little, and the J 61" , J t", and J 81" centuries knew it only as a phenomenon in 
rarefied social and literary circles. 
-William Deresiewicz (2007, 56) 
If a woman was not virtuous to begin with, then how could she possibly be 
considered a friend? Aristotle wrote women out of friendship altogether when he 
elaborated his theory of friendship in The Nicomachean Ethics. Thus, he wrote only of 
friendship between men, claiming that virtuous friendships were instrumental in one's 
effort to live a good life. Not surprisingly, ever since, male friendship has been 
scrutinized extensively by philosophers, historians and literary critics, not to mention 
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novelists, playwrights and poets. With the rise of feminism and feminist theory, studies 
also emerged about female friendship, which in the area of Golden Age studies has led to 
a number of fascinating books and articles. For instance, Mercedes Maroto Camino 
( 1999) discusses the importance of female solidarity in the works of Zayas and Caro not 
only as a means of "vindication of female rights" (4) but also as a way of highlighting 
interior, feminine spaces that both authors use to contrast the exterior "terrain of 
masculine hostility" (12). Amy Kaminsky, focusing largely on Zayas, suggests that in 
Desengaiios amorosos, female friendship is systematically revealed to be the "preferred 
form of love" (2001, 498). In a broader study, Lisa Vollendorf focuses on secular and 
non-secular female authors in seventeenth-century Spain. She examines female 
friendship and same-sex desire and cites surprising examples of endorsement of 
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homoeroticism (in Marfa de Zayas, for example) as well as a tendency in many of the 
works to highlight the sacrifice of female friendship "to the heterosexual economy" 
(2005b, 431). 
But what of friendship between the sexes? If an unlikely, indeed improbable, 
social reality in seventeenth-century Spain, was it ever, even at the very least, considered 
as a fictionalized, and therefore purely hypothetical, possibility? The answer is yes. 
Indeed, one of the less studied novelties of Ana Caro's Valor, agravio y mujer is the 
existence of just such a friendship. While most of the studies of Valor, agravio y mujer 
either center on gendered readings of the play and, in particular, of the cross-dressed 
protagonist, Leonor, I intend to examine the idea of friendship between the sexes. This 
chapter will address the conceptual underpinnings of the relationship between Leonor and 
her servant Ribete, who together occupy a non-defined and non-traditional space. Caro 
depicts a relationship that transgresses both the class and gender boundaries that were 
accepted during her lifetime. 
The plot of Valor, agravio y mujer follows in large degree Lope de Vega's criteria 
for the comedia. Two of Lope's favorite themes-honor and virtue-are also noticeably 
present in Caro's play. 19 In the introduction of her edition of Valor, agravio y mujer, 
Maria Jose Delgado states that in this play "se presentan las costumbres caballerescas de 
Ia epoca y tambien, ayudada de una trama ingeniosa y complicada, se expone Ia 
conducta, a veces tfpica y otras atfpica, de mujeres y hombres bajo un c6digo social 
19 In his "Arte nuevo de hacer comedias" ( 1609) Lope explains that "Los casos de honra son mejores, I 
porque mueven con fuerza a toda gente, I con ellos las acciones virtuosas , I que Ia virtud es dondequiera 
amada" (327-30). 
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especffico" (1998, 9). Precisely because it is so complicated, the plot is not easy to 
summarize. In broad strokes, Leonor and Don Juan fall in love, but after he asks for her 
hand in marriage, he abandons her and flees. In order to seek revenge and to restore her 
honor, Leonor disguises herself as a male and sets off in pursuit of Juan. Leonor, who as 
a male is known to others as Leonardo, is able to restore her honor by marrying Juan at 
the end of the play, but only after having successfully negotiated her way through deceits, 
duels, and complications arising from mistaken identities. 
Although a female friendship between Leonor and Estela is established to a 
certain degree at the play's conclusion, Valor, agravio y mujer does not underscore the 
importance of feminine solidarity with the same intensity as is found in other female-
authored texts. 20 In fact, what I wish to propose is that the only real friendship present in 
the play is that between Leonor and Ribete. Despite the unusual nature of this 
relationship, the comments in the existing scholarship that address it are often scattered 
within a larger discussion of gender. For example, though Mercedes Maroto Camino 
observes that the "partnership between Leonor and Ribete [ ... ]is one not normally 
embracing heterosexual couples of different social extraction" ( 1996, 40), she does not 
proceed to examine extensively this very relationship that she finds so striking. This is 
why I believe a much more detailed analysis of this friendship is necessary, and in 
20 According to Mercedes Maroto Camino, Estela's attraction to Leonor!Leonardo is revealed at the end of 
the play to be a same-sex bond as important as the marriage contract, since Estela ' s request to marry 
Fernando is "paired with her wish to maintain the bond of friendship with Leonor" (5). Lisa Vollendorf 
(2005a) also analyzes the relationship between Estela and Leonor/Leonardo, suggesting that it is ultimately 
" forfeited to the heterosexual relationship between Leonor and Juan" (87). The women promise to treat 
each other as sisters in order to "create a permanent substitute for their tleeting erotic bond" (87). 
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examining Ribete 's role as "amigo," I also intend to consider his larger role within the 
text. 
What, then, is not "normal" about this couple? First, Ribete praises his lady much 
more than he criticizes her, and, what is more, these compliments highlight Leonor' s 
courage and intelligence as well as her rhetorical talents. Ribete 's praise thus challenges 
the misogynist discourse typical not only of the gracioso21 but also of contemporary 
society in general. Second, by establishing a friendship between a lady and her servant, 
Caro veers away from the Aristotelian contention that the only friendship possible 
between a man and a woman is the one that exists in matrimony. In spite of the fact that 
their friendship might be more pragmatic than virtuous (according to Aristotle 's 
theory) ,22 there is a certain degree of respect and admiration to be found between the 
protagonist and her servant that is not often encountered in other works of the same 
period. In order to illustrate the novelty of this rel ationship, I have chosen to analyze 
how this play engages in dialogue with two other comedias, both written by males and 
21 Valbuena Prat characterizes the gracioso in Lope de Vega ' s plays in the following way : 'Tal como Lope 
idea su grac ioso, su papel esencial corresponde a un determinado aspecto de Ia vida. Junto al ideali zado 
heroe o galan, e l grac ioso, en tec nica de claroscuro representa lo bajo o grotesco: el miedo, Ia ausencia del 
principia del honor, Ia tosquedad sensual , Ia glotonerfa. Puede, con el fino sentido de Lope, darse esto mas 
en parodi a alada e ir6nica, que con los broncos colores de Ia picaresca, que rara vez entra en los dominios 
del teatro" ( 1968, 363 ). Susana Hernandez-Araico, speaking of not just Lope ' s gracioso but graciosos in 
general, highlights the character' s dramatic role: "Ajeno a Ia trama pero envuelto en ell a-muchas veces 
como fuerza motriz-es un personaje tfpi camente huidi zo que le facilita multiples prop6s itos al dramaturgo 
principalmente el de establecer un lazo con el publico por encima de las normas soc iales y artfsticas, es 
dec ir, por encima de Ia convenci6n dramatica que ri ge a los protagonistas asf como el papel c6mico" 
( 1986, 62). 
22 In The Nicomachean Ethics the philosopher states that "those who love each other for the ir utility do not 
love each other for themselves but in virtue of some good which they get from each other" ( 195), so it is 
that "[t]hose who are fri ends for the sake of utility part when the advantage is at an end ; for they were 
lovers not of each other but of pro fit " ( 198). In contrast, the perfec t friendship is "the friendship of men 
who are good, and alike in virtue ; for these wish well alike to each other qua [sic] good , and they are good 
in themselves" ( 196). 
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both availing of a cross-dressed female protagonist: La vida es sueiio ( 1636) by Pedro 
Calderon de la Barca and Don Gil de las calzas verdes (1615) by Tirso de Molina.23 
This comparison, and in particular the points of divergence with respect to established 
ideas related to friendship, will allow us to consider the theatrical performance of a new 
role for "woman," a role that places her outside of conventional feminine space. Valor, 
agravio y mujer will be seen to challenge even those male writers such as Erasmus and 
Fray Luis de Le6n who conceived of a kind of equality for women, but one that was only 
to be found in the female space par excellence-the home. 24 
Before analyzing the play itself, I will examine in greater detail traditional ideas 
related to friendship and to "woman." Aristotle dedicated books VIII and IX of The 
Nicomachean Ethics to the first subject. He argues that there are three different kinds of 
friendship based, respectively, on utility, pleasure, and virtue. As we might expect, he 
speaks using exclusively masculine terms. If he mentions woman at all , it is only to 
speak of her in relation to her husband or to her children. As Lorraine Smith Pangle 
points out, the philosopher has "little to say about women , and [ . . . ] never gives a full 
account of how he considers men and women to differ in virtues relevant to rule, and 
23 I have chosen these plays because they are well-known and because they exemplify the phenomenon in 
question . Other plays to feature a cross-dressed protagonist include Montalban's La monja alferez (the 
story of Catalina de Erauso), Mira de Amescua 's La Fenix de Salamanca , and Cristobal de Virues ' 
Semiramis. For more on the origins of the cross-dressed woman and her use on the Golden Age stage, see 
Carmen Bravo-Vi llasante 's La mujer vestida de hombre en el teatro espana! (1955) . 
2~ Fray de Leon wrote La pe1jecta casada to serve as a kind of conduct book or instruction manual for 
women. Although in it he gran ts "the perfect wife" a privileged status in the home, the domestic space he 
promotes is inte nded to limit her autonomy. Similarly, in Th e In stitution of Marriage, Erasm us conceives 
of a woman' s role in society in traditional terms, even if he does suggest that she should be give n access to 
educati on. 
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especially in prudence or wisdom" (2003, 90). For him, then, the perfect friendship is 
one based on virtue and that exists only between men. 
Aristotle's ideas eventually came to be incorporated in the thirteenth century in 
the fourth part of Alfonso el Sabio's Las siete partidas. The dissemination of this text, 
especially after 1491 when the first printed edition was released, suggests that a large 
Spanish audience would have been exposed to the ideas of Aristotle, among other 
philosophers. Marilyn Stone explains that "Title 27 has the rubric 'del debdo que han los 
onbres entresi por razon de amistad' ... and it combines philosophical theory with 
intertextual comments about human nature" (1990, 116). The different types of 
friendship described by Aristotle appear as follows in the Fourth Partida: 
Ia primera es de natura; Ia segunda es Ia que home ha con su amigo por 
uso de luengo tiempo por bondat que ha en el; la tercera es Ia que ha home 
con otro por algunt pro 6 por algunt placer que ha del 6 espera haber (4.27.4)25 
Aristotelian concepts regarding friendship were not the only ideas elaborated in the 
Fourth Partida, but it is obvious that certain definitions and criteria circulated (above all 
in educated circles, although not exclusively so) in the Iberian Peninsula in the Middle 
Ages, and, more importantly, that Aristotle's theory of friendship influenced laws, which 
in turn affected the social norms of the day. 
Proof of the great importance of friendship in Golden Age Spanish culture can be 
found in many dramatic works. 26 In El burlador de Sevilla (c. 1630) by Tirso de Molina, 
25 The citations of Las siete partidas refer to the number of the Partida, Title and Law. 
26 Other ge nres also address this theme, but I prefer to limit myself to theater precisely because of its 
"popular" nature. 
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for instance, one of Don Juan's most serious sins is the betrayal of his friend, the Marquis 
de Ia Mota; Calderon, in El prfncipe constante (c. 1629), uses the friendship between 
Fernando and Muley to dramatize in great detail the conflict one may face when forced to 
choose between obligations to one's friend and to the king; Juan Ruiz de Alarcon's Las 
paredes oyen (c. 1616-1617) includes a poignant critique of false friendships and the 
problems that may emerge because of them; and, finally, Lope de Vega's La prueba de 
los amigos (1604) highlights in the title itself the cultural interest in the theme of 
friendship. 
Given its popularity, it is not surprising that the female playwrights included the 
theme of friendship in their works as well. It is worth stating again that Ana Caro 
belonged to a group of female playwrights that diverged from the solely masculine model 
of friendship, and that she even went a step further by also diverging from the model of 
female friendship that her female peers were championing?7 In fact, Barbara Mujica 
points out that "[e]n contraste con Ia rigidez social propia de sus contemponineos, Caro 
adopta una actitud sorprendentemente democnitica" (2004, 179). With this in mind, let 
us now turn our attention to Caro's play and how she interprets, elaborates and challenges 
the dominant ideas of her time about friendship . 
27 Marfa de Zayas ' s La traici6n en Ia amistad is an excellent example of the exploration of the theme of 
female friendship. In this play, the characters Marcia, Belisa and Laura join forces in order to make the 
independent Fenisa accountable for threatening their relationships with their men. Whereas Matthew 
Wyszynski ( 1998) believes the friendship among the three women to be virtuous in the Aristotelian sense, 
Monica Leoni (2003) contends that it is a "politicized friendship" and not a "virtuous bond" that unites 
them (80). 
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The appearance onstage of the cross-dressed woman (or the so called mujer 
varonill8 was a common and very popular dramatic convention. Melveena McKendrick 
(1974) states that it was Lope who popularized this figure, and in particular-in keeping 
with her classification-the character of the bandolera in his plays La serrana de la Vera 
(1595-98) and Las dos bandoleras (c.1597-1603). In an article about the role of 
transvestism, Beatriz Cortez reminds us that "el personaje travestido lleg6 a ser muy 
popular en el teatro del Siglo de Oro espafiol [ ... ] porque su dualidad se prestaba a las 
metaforas propias del barroco. Pero su popularidad tambien se debfa a las posibilidades 
er6ticas que este personaje creaba, tanto en escena, como para el publico que lo 
observaba" (1998, 373). One must not underestimate the perceived dangers of this 
"erotic" attire, especially when considering that in 1608 this particular costume was 
banned according to the stipulations of El reglamento de teatros. 29 
Many of the studies dedicated to Valor, agravio y mujer analyze the implications 
of the use of this dramatic convention, doing so most notably to offer proof of Caro's 
"pro-woman" position. 3° For instance, the figure of Leonor/Leonardo "displays that the 
perception of others in the production of identity matters as much, if not more, than one's 
28 I use this term as it is defined by McKendrick: "the woman who departs in any significant way from the 
feminine norm of the sixteenth and seventeenth centuries" ( 1974, ix) . 
29 The "problem" related to female costuming never ceased to be controversial, as can be seen in the 
mandates issued in 1644 by the Consejo de Castilla: "IV. Que se moderasen los trajes de los comediantes, 
reformandose los guardainfantes de las mujeres, el degollado de Ia garganta y espalda, y que en las cabezas 
no sacasen nuevos usos 6 modos, sino Ia compostura del pelo que su usase" (Cotarelo 1904, 165 ). 
30 I use this term in keeping with Constance Jordan's ideas, who explains that "[t]he term 'feminism ' is of 
course open to question , and espec ially when it is applied to Renaissance thought. Safer a nd less 
controversial , though more cumbersome in practice , is the term 'pro-woman argument' ; and in many if not 
all cases this term proves entirely apt" ( 1990, 2). 
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actual identity, and is what prohibits women from publicly realizing the full spectrum of 
their virtues and abilities" (Rhodes 2005, 320). Likewise, Teresa Soufas reaches the 
conclusion that "Caro 's Leonor [ ... ]in taking on the male disguise[ ... ] addresses her 
own honor dilemma in a socially efficient way and also functions as a role model for the 
other men depicted" ( 1996, 136). The creation of LeonoriLeonardo, according to these 
readings, reflects a subversive effort on Caro' s part when it comes to the treatment of the 
binary, and rigid, gender code of her day. Nevertheless, what has been left out of many 
of these discussions is yet another somewhat subversive element that will permit us to 
examine woman not only in terms of her gender performance but also in terms of her 
relationships with men that are not based exclusively on romantic interest. 
With the entrance onstage of Leonor and Ribete about halfway through the first 
act, and by means of the first conversation between them, the reader I spectator realizes 
that this pair departs immediately from the standard representation of a lady and her 
servant. Leonor enters "vestida de hombre" and Ribete's first words direct the audience's 
attention to the physical characteristics of his lady: "Que talle, que pierna y pie!" (468). 31 
In light of the previously mentioned complaints about cross-dressing on the Golden Age 
stage and the subsequent prohibitions that aimed to eliminate its inherent eroticism, it is 
important to note that Ribete ' s exclamation places him immediately in a position that 
challenges the dominant perspective. Even more significant, perhaps, is the following 
declaration: "Notable resoluci6n I fue Ia tuya, mujer tierna I noble" ( 469-71 ). Leonor' s 
physical transformation is relegated to a minor role when compared to her "resoluci6n." 
31 This and all subsequent quotations from the play are taken from Delgado 's edition ( 1998). 
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Furthermore, the servant's first comment ends with the adjectives "tierna" and "noble." 
It is clear that even though Leonor is dressed as a male, her "resoluci6n" is a virtue that 
existed prior to this physical transformation, and, therefore, it is a virtue that corresponds 
to her condition as a woman. It seems obvious, then, that Ribete does not view Leonor 
one-dimensionally; she is, for him, a kind and resolute person who is simultaneously a 
beautiful cross-dressed woman. 
Leonor, in turn, rejects the typical characterization of the gracioso when she does 
not dismiss Ribete's complaints but instead supports him by affirming, "Has dicho muy 
bien" (537). In his study of the figure of the gracioso, Charles David Ley explains that 
"[p ]or lo general, pues, el gracioso es Iacayo de su sefior, sin tener mas que una virtud 
positiva: su fidelidad al protagonista, de quien constituye una especie de sombra" ( 1954, 
76). Admittedly, Ribete is loyal, but he certainly seems to possess more than just one 
virtue. According to Delgado, "sus acciones siempre reflejan a un hombre sensato, 
conocedor de su medio ambiente [ ... ]de buen humor y como personaje 'gracioso' jamas 
se acobarda por muy diffcil que sea Ia situaci6n" ( 1998, 17). 
Caro's revising of the role of the gracioso in her play, it turns out, is in keeping 
with a posture adopted by her fellow female playwrights. Ley's 1954 study examined the 
gracioso as constructed by male writers. In 2005, Teresa Ferrer Valls published an 
article that studied this figure in the works of female playwrights, contending that in them 
there is a critical tone that allows for the development of "un discurso alternativo al 
discurso moral dominante sobre la mujer" (298). She is quick to point out, however, that 
not all of the female-constructed graciosos behave alike, nor do they all have the same 
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degree of influence in the plays: "Aunque las obras escritas por mujeres revelan, vistas en 
grupo, una tendencia ala utilizaci6n del gracioso como instrumento para vehicular la 
crftica por medio de la risa, no en todas las obras su presencia adquiere Ia misma 
relevancia" (2005, 299). It is obvious that Caro uses Ribete "como instrumento para 
vehicular la crftica." However, we should ask how many of Ribete's criticisms are 
manifested "por medio de la risa." Ferrer Valls concludes in her study that "[e]l gracioso 
tiende a convertirse en terminos generales en las obras escritas por mujeres, en una 
especie de comodfn, una voz que carece de personalidad propia" (2005, 31 5). Is this so 
with Ribete, or has Caro elaborated him in a different fashion? These are the questions 
we will now begin to address. 
When Ribete enters the stage, we notice immediately his "difference" with regard 
to the typical gracioso. His reaction just after Leonor announces that she is willing to kill 
Don Juan, if necessary, serves as a good example. Leonor notices that Ribete is troubled 
and asks him what is bothering him. Considering the implications of Leonor's threat 
(and recognizing that she is speaking seriously), Ribete expresses his frustration with the 
gracioso's typical role in plays, for it would have him cower in the very moment when 
his lady might need him most. The following verses reveal the extent of his frustration 
with this notion that servant and coward are synonymous: 
Estoy mal con enfadosos 
que introducen los graciosos 
muertos de hambre y gallinas. 
El que ha nacido alentado, 
(,no lo hade ser si noes noble? 
que, (,nO podni serlo al doble 
del caballero el criado? (530-36) 
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Other critics have astutely and accurately understood this complaint to be a challenge to 
contemporary social norms that insisted that only the members of the upper class could 
be valiant. Thus, Ribete complains of his marginal position within society, and it is this 
very position as a marginalized being that creates the bond between Ribete and Leonor 
(another marginalized being, not for her social status but rather for her sex). In the words 
of Ferrer Valls, "En diferentes pianos, criado y senora, se muestran unidos a! cuestionar 
un t6pico, el de Ia cobardfa o debilidad, que les afecta a ambos: al criado por su posicion 
social, a Ia dama por su condici6n sexual" (2005, 309). Similarly, Gorfkle explains that 
"master and servant seemingly interact as kindred souls, excluded, abject others, the one 
marginalized by virtue of her gender, the other by virtue of his class" ( 1996, 31 ). 
By no means do I refute the validity of these observations, but I believe they 
prioritize the socio-political over the personal where no such hierarchy need exist. If the 
friendship between Ribete and Leonor lacked genuine affection, for instance, this 
explanation of a bond forged between them based on a shared source of frustration would 
seem entirely plausible. Curiously, however, Leonor's response to Ribete reveals that 
their friendship has not sprung to life just recently: "Has dicho muy bien, no en vano I te 
he elegido por mi amigo, I no por criado" (537-39). The use of the present perfect in this 
statement underscores the fact that Leonor's decision to befriend Ribete happened some 
time ago. To put it another way, the friendship between these two existed before the 
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present of the text and, as a result, it corresponds to one of the kinds of friendship 
stipulated in the Fourth Partida: "Ia que home ha con su amigo por uso de luengo tiempo 
[ .. . que] nasce de bondat tan solamiente" ( 4.27 .4 ). If this is, in fact, the case, then it is 
worthwhile to examine in greater detail the basis of this friendship. What precisely is the 
source of the "bondat"? I believe that what unites Leonor and Ribete is not merely a kind 
of frustration with their lot in life but rather a mutual respect that is premised upon 
affection and admiration . 32 
As if she knew that the audience would need verifiable proof in order to accept 
this kind of relationship between lady and servant, Caro does not allow much time to pass 
before providing her first evidence of the validity of the shared "bondat." As the play 
opens, the audience quickly discovers that Juan has traveled from Spain to Flanders, 
followed by Leonor. Leonor has an older brother, Fernando, who lives in the Belgian 
court, but whom she has not seen since she was six years old. The first meeting between 
Leonor and her brother Fernando is very important because, if Fernando were to 
recognize her, Leonor' s plan would fail. During this tense and emotional meeting, 
Leonor says, "Ribete, turbada estoy" (625), and she explains that being in the presence of 
her brother after such a lengthy separation has affected her much more than she had 
32 
Since I believe friendship is possible between these two characters, I am not in agreement with Jose 
Antonio Mara vall ' s complete rejection of the possibility of fri endship between master and servant : "no es 
admisible, sin mas, Ia tesis de Miguel Herrero - cuya erudi ci6n es patente- segun Ia cual el cri ado, el 
grac ioso en particul ar, como acompafi ante de su senor, le presta Ia ayuda de un verdadero amigo, 
aconsejandole. La literatura polftica y moral de Ia epoca discuti6 el caso de que si era pos ible Ia ami stad 
entre los socialmente desiguales, aplicandolo, incluso, a Ia relac i6n rey-criado, y se concluy6 que no, dados 
sus cerrados supuestos j erarquicos" ( 1986a, 225 ). The relati onship that Mara vall has in mind here is, of 
course, between two men. Hi s stud y does not take into consideration the implications of gender whe n 
examining the " fi xed hi erarchies" o f the time. 
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anticipated. Ribete, who understands quite well the importance of this first meeting 
between them, encourages her by saying, "~Ese es valor sevillano?" (627). Once again 
Leonor responds with "has dicho bien," and in spite of the relative brevity of this moment 
in terms of the stage action, it nevertheless reveals to us a great deal about the 
relationship between Ribete and Leonor. On the one hand, Leonor feels comfortable 
expressing her fears and insecurities to Ribete, and on the other, the servant does not 
mock these "weaknesses." This first point is significant, since Aristotle had argued in 
Rhetoric 11.6 that in the presence of a friend, we can bare our souls and acknowledge the 
foibles and weaknesses we hide from others (Sherman 1987, 611 ). The second 
signigicant point here is that Ribete is well aware of how important it is to Leonor to be 
able to carry out her revenge, so he does not allow her to vacillate. Furthermore, he 
knows that the best way to spur her on is to call into question her courage. 
Returning to Aristotelian theory for a moment, for the philosopher a friend is 
"another self," which means that in the case of Ribete, he would want what is best for 
Leonor, in part because that is also good for him. Moreover, precisely because he sees 
Leonor as "another self," he is "in a position to know how best to help the other, and how 
to help in a way that most reassures and pleases" (Sherman 1987, 607). In effect, Leonor 
feels a renewed sense of courage when she thinks of her honor: "me ha de dar valor 
Gallardo I para lucir su decoro, I que, sin honra, es vii el oro" (629-631 ). What is 
revealed in this moment, then, is Ribete's profound understanding of Leonor's 
psychological motivations and also his genuine interest in her happiness, a happiness that 
is contingent upon the recuperation of her honor. 
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This gesture of affection on its own cannot establish a norm, and so it is necessary 
to examine another scene near the end of the play so as to determine the true extent of 
Ribete's feelings. Immediately after the comic scene where Flora "steals" Tornillo's 
money bag, Ribete enters the stage and the play once again turns serious as it returns to 
the theme of Leonor's honor. Although Ribete is speaking to himself, his words reveal to 
the audience a significant change in Leonor's behavior: 
Leonor anda alborotada 
sin decirme la ocasi6n 
ni escucha con atenci6n 
ni tiene sosiego en nada. 
Harne ocultado que va 
aquesta tarde a un jardfn 
con don Juan, nose a que fin. 
iYalgame Dios! (,Que sera? 
Sus pasos seguir pretendo, 
que no puedo presumir 
bien de aquesto. (2423-33) 
Surprisingly, these verses have received little critical attention, which is curious because 
they shed even more light on the exact nature of Leonor and Ribete's relationship. In the 
first place, it is clear that the two generally do not keep secrets between them; rather, they 
tend to discuss everything. Moreover, when Ribete states that Leon or "ni escucha [ ... ] ni 
tiene sosiego en nada," he helps us to understand that Leonor usually does listen and does 
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know how to control her emotions. There is little doubt, then, that Ribete's "jValgame 
Dios" is a genuine expression of concern, and, finding himself face to face with this new 
side of Leonor's personality-a side truly uncharacteristic-he is indeed worried about 
her well being. 
While it is true that good intentions do not always lead to positive outcomes, I 
believe Ribete's case is different. Without hesitation, he decides to follow Leonor's 
"pasos," thereby turning his well-meaning thoughts and concerns into action. For those 
who wish to view Ribete as the servant who constantly seeks a way to challenge his 
supposedly inherent cowardice, this moment could perhaps be the moment that he needed 
in order to prove to the world his courage and bravery. I do not deny that Ribete is 
possibly looking for a way to shine, but I do think it important to point out that he has no 
way of knowing what he will encounter once he finds Leonor. Therefore, it would seem 
that he is not pursuing her with the intent to thwart her plans but rather to provide 
assistance should she need it. 
One additional detail will be useful in proving that Ribete's concern at this time is 
for Leonor and not for personal glory. As he sets off to search for Leonor, he bumps into 
Tornillo, who has just discovered that he has lost his money and is very angry about it. 
After pausing briefly to lend Tornillo a hand with his search for his coin purse, Ribete 
departs, stating: 
Por no hacer dos desvarfos 
con este triste, me voy, 
y porque no le suceda 
a Leon or algun dis gusto (2461-64) 
It is evident that Ribete' s affection for Leon or is what causes him to worry about her, 
and, in turn, it is his concern that compels him to act. 
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At first glance, this masculine desire to protect a lady in danger appears to 
jeopardize my argument in that it reproduces the sexist ideology that views woman as 
inherently weak and in need of a male protector. This is exactly why it is so important to 
examine Ribete's affection for Leonor and to determine its origin. We have already 
stated that what characterizes the friendship between these two is mutual respect and 
admiration. Ribete is fond of Leon or and not just because she is beautiful and noble. In 
the second act, Leonor's lengthy speech in her guise as Leonardo addressed to Estela is, 
in terms of its dramatic function, a romantic discourse designed to present the lover as 
servant. Estel a is, of course, the new object of 1 uan' s affection, but she has fallen in love 
not with Juan but with Leonardo. Interestingly, Caro assigns more than one dramatic 
function to this discourse when she allows Ribete to interrupt with the following aside: 
Aquf gracia y despues Gloria, 
amen, por siempre jamas. 
j Que diffcil asonante 
busc6 Leonor! No hizo mal; 
dele versos en agudo, 
pues que no le puede dar 
otros agudos en pros a. ( 1 040-46) 
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The concluding joke does not diminish the importance of the preceding verses, precisely 
because by pointing out Leonor's condition as a woman, Ribete juxtaposes her 
intelligence and rhetorical talents with her female sex. In other words, what our servant 
is highlighting is the belief that rhetorical talent is not exclusive to males. Furthermore, 
this direct challenge to established ideas on the subject reaches the audience by means of 
a male character. Even so, it is impossible to know whether the contemporary audience 
(assuming this play was staged) would have paid more attention to Ribete's joke or to his 
praise of Leonor. Leaving this matter unresolved for a moment, another impmtant 
consideration is to what extent one may trust an aside such as this. What would Ribete 
say, for instance, if he were in front of other characters, especially other males? 
Caro's intuition appears to have anticipated just such a question for about a 
hundred verses later Ribete and Tornillo speak of this matter. These verses have been 
cited frequently, but it is worth re-examining them in order to highlight one detail that has 
not been sufficiently taken into account. Tornillo wants to know what is new and 
noteworthy in Madrid, and Ribete's response is of great interest to us: 
Ya es todo muy viejo alia, 
solo en esto de poetas 
hay notable novedad 
por innumerables, tanto 
que aun quieren poetizar 
las mujeres, y se atreven 
a hacer co medias ya ( 1165-71) 
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Tornillo is horrified by the notion of women authoring texts: "i V algame Dios! Pues, ~no 
fuera I mejor coser e hilar? I iMujeres poetas!" (1172-74) . Ribete 's reaction is very 
interesting: "Sf; mas no es nuevo ... " ( 1175). I believe the important question to ask here 
is how to interpret this "sf." Teresa Soufas, for instance, says the following: 
These two men articulate, of course, the Renaissance resistance to women 
as authors and active public figures, but it is nevertheless Ribete who helps to 
establish hi s own author' s legitimacy through recounting the female precursors 
who, as Gilbert and Gubar argue, prove "by example that a revolt against 
patriarchal literary authority is possible." (1991, 90) 
This reading of Ribete as a quasi-subversive agent nevertheless contains an implicit 
criticism, for it also presents him as someone who resists Leonor and, by extension, Ana 
Caro as author. In my reading, however, this "sf" is not an answer to Tornillo 's question 
but rather an affirmation of hi s earlier comment on "mujeres poetas." One must recall 
that for Ribete the idea of a female poet could have been to a certain extent a novelty in 
that it was a new phenomenon in society. Yet, for this to be as shocking a discovery as it 
is for Tornillo is absurd, precisely because Ribete already knows a female poet, and he 
happens to think highly of her. This is why, in fact, he does not hesitate to list for 
Tornillo ' s benefit many other famous female poets. This is also the reason, when 
Tornillo insists on asking yet another question, Ribete interrupts him abruptly as if to say 
"enough nonsense already." In this way Ribete announces to everyone, and this time 
with another male on stage as witness, that for him, the figure of the female poet is not 
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horrifying or even problematic. 33 When Ribete speaks of "mas de un millar 1 de 
modernas, que hoy a ltalia I lustre soberano dan" ( 1177-79), Mercedes Maroto Camino 
suggests that "Ribete is proposing here that the fact that contemporary women may 
become writers is something that nations can be proud of; that is, he suggests that their 
presence adds value ('lustre') to their native countries, thus justifying their pride" ( 1999, 
6). The different interpretations of this dialogue remind us of the importance of 
analyzing both the characters' words and actions before arriving at definitive conclusions. 
As we will see shortly, Ribete stands apart from other graciosos because he defends 
Leonor with his words as well as with his actions. 
If Ribete is not surprised to meet an intelligent, literate woman, then it is possible 
to suggest that an active and independent woman would not strike him as unbelievable. 
Thus, when Leonor is about to set her plan in motion, beginning with her conversation 
with Juan when she pretends to be Estela, Ribete respects her desires to "maquinar" 
alone. As a good friend, he reminds her of the possible dangers she might encounter 
when he tells her, "Mira, Leonor, lo que haces" (1330), but Leonor misunderstands and 
thinks that he doubts her capabilities. She fires back at him: "iQue mal conoces mi brfo!" 
(1333). Ribete's reaction is, once again, important, for he does not question her courage. 
His rhetorical question "(,Quien dice que eres cobarde?" (1334) serves as implicit 
affirmation of his lady's stalwartness. Of course, he would still like to accompany her in 
33 When addressing the metatheatrical nature of this moment , Amy Williamsen comes to the following 
conclusion: "Besides the obvious irony, Caro 's inclusion of this metatheatrical aside might also be 
interpreted as her anticipation of resi stance to her intrusion into the center of literary activity. She 
implicitly recogni zes that society in general would perceive a woman writer as someone transgressing 
established boundaries. Thus, the text posits the problematic relationship between margin and center" 
( 1992, 28). 
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order to "defenderla," because he does not want anything terrible to happen to her. 
Nevertheless, when she exclaims, "iOh, que necedades! I Yo se lo que puedo, amigo," 
(1372-73), Ribete's response is striking: "Pues silo que puedes sabes, I quedate, senora, 
adios" (1374-75). Since he importunes her no more and leaves her to handle her own 
affairs, Ribete reveals himself as someone who sees Leonor not as a weak woman but 
rather as one who is more than capable of defending herself and acting independently. 
Perhaps it is necessary at this point in our analysis to consider for a moment the 
opposing argument, that is, the perspective that rejects classifying this relationship as a 
real friendship. For Gorfkle, what unites Leonor and Ribete is their shared status as 
marginalized beings. Interestingly, Gorfkle also proposes that Leonor causes a nasty and 
even violent rupture of the bond between them, however tenuous that bond may be. She 
suggests that Leonor "authorizes herself only at the cost of rejecting Ribete," and for this 
reason "at the end of act 2, desperate after having learned of the existence of a rival, 
Leonor beats Ribete and tells him to leave her alone, reminding him that he is her 
inferior: 'iDejame, villano infame!' (813)" (1996, 31). It should be mentioned that this 
"abuse" occurs at the end of the first act, not the second, but what is problematic here is 
the assertion that Leonor rejects Ribete altogether. 
First, as we have seen already, Ribete and Leonor speak to one another openly 
and work together until well into the third act. If Leonor is guilty of rejecting Ribete, she 
does not do this until near the very end of the play. How is it possible, then, to speak of a 
definitive rupture in this relationship before the commencement of act two? Second, it 
seems rather exaggerated to equate a "pescoz6n" to a beating. It is true that Leonor 
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smacks or hits Ribete, but Gorfkle does not appear to consider his reaction, which is not 
at all serious. Ribete pokes fun at Leonor but even more so at Juan when he asks, 
"(,Miraste el retrato en mf I de don Juan? iTa! antubi6n .. . ! I iQue bien das un pescoz6n!" 
(817 -19). 34 This linguistic word play with the verb "antubiar," here used as a noun, 
produces a moment much more comic than serious or violent. 
Finally, regarding the use of "villano infame," once again it is necessary to 
consider both the context and Ribete 's reaction. Villano, according to the Diccionario de 
Autoridades, "se toma por rustico" or "descortes," and infame has numerous definitions, 
among them "que ha perdido Ia honra y Ia reputaci6n," "muy mal o vi! en su linea" or "el 
infamado por justicia." None of the definitions of infame specifically apply to Ribete, 
which makes it more likely that the insult "villano infame" was an expression of Leonor' s 
frustration more so than a verbal assault. Leonor, after all , has just di scovered that Juan 
now loves Estela-yet another "agravio" that adds insult to injury-and Ribete, when he 
sees her alone right after she has made this discovery, asks her mockingly, " iAh, senora! 
(,Con quien hablo?" (813). Understandably, Leonor is in no mood for jokes about her 
double identity, precisely because she will now be forced to play Leonardo for much 
longer than she had anticipated (since Estela is Juan's new love interest, Leonor's 
situation is all the more complicated). This is why she yells at Ribete. Still , Ribete , 
whose reaction we have just examined, does not appear to be offended. It would seem 
3~ As Delgado explains in the footnote on page 72 of her editi on ( 1998), according to the Diccionario de 
Auroridades "pescoz6n" "es e l golpe que se da con Ia mano en el pescuezo"' and "antubi6n," according to 
Covarrubias, deri ves fro m anrubiar, which means "apresurar una cosa, y hacerl a antes de tiempo." 
Autoridades further explains that this use of "antubi6n" as a noun is meant to be comical, because "algunos 
jocosamente han usado de esta voz como nombre sustanti vo." 
that Gorfkle interprets far too gravely this moment intended to be more comic than 
senous. 
Matthew Stroud's observations are better grounded, in my opinion. For Stroud, 
"en la comedia, el que mas ataca Ia valfa de la mujer es el gracioso" ( 1986, 609), and 
Ribete acts in the traditional role of this stock character. Stroud highlights one of 
Ribete's criticisms of women as he talks about "las maquinaciones de su ama" (1986, 
609): 
Mas es mujer, (,que no hara? 
Que Ia mas compuesta tiene 
mil pelos de Satanas ( 1139-41) 
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While it may be true that Ribete is guilty here of using a misogynist comparison to 
express his concern over Leonor's behavior, it is also true that his actions, as we have 
seen, suggest a degree of tolerance and a sensibility towards women that are not normally 
associated with the conventional gracioso. Moreover, it is significant that the 
conjunction "mas" (1139) in this play typically does not introduce a serious criticism. In 
the second act, for instance, Ribete forgives both Leonor and Juan for their myopia when 
he says, "Massi van siguiendo a un ciego, I (,que vista tener podran?" (1246-47). It is 
also noteworthy that Ribete names not only Leonor but also Juan (that is, male and 
female alike are guilty of blindness). In the third act, it is Leonor who says in regards to 
Juan, "Amigo ... (iPlugiera aDios que lo fueras! I Mas eres hombre .) (,En que os sirvo?" 
(2083-84). We have already established that Leonor uses the term "amigo" to refer to 
Ribete without hesitation, which reminds us that the problem in this case is Juan and not 
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all men. The concessive clause in these examples is just that-a concession-and not 
necessarily an accusation. My objection to Gorfkle 's and Stroud 's contentions is that 
they both limit their perspective to one in which the relationship between servant and 
lady can only be seen in negative terms. When examined not in specific scenes but rather 
throughout the duration of the play, this relationship gains more legitimacy and even 
begins to resemble a genuine friendship. 
The existence of such a friendship, nonetheless, does not imply that Ribete is 
championing the pro-woman cause. It is Stroud, in fact, who reminds us of thi s when he 
asks, "Y z,que podemos decir del estado de Ia mujer cuando Ribete acepta el matrimonio 
con Flora solo cuando va a recibir seis mil ducados?" (1986, 609-10). One must always 
keep in mind that these characters are the products of a particular socio-historic moment. 
Only in this way is it possible to avoid falling into the anachronistic trap that sometimes 
undermines Early Modern studies. In other words, Ribete 's friendship with Leonor 
should not be confused with pro-woman inclinations on his part. Admittedly, Ribete's 
relationship with Flora is very different, largely because of his sexual interest in her. Yet, 
in hi s statement cited above, Stroud refers to only half of Ribete' s response to the 
proposal of marriage: 
Digo que acepto 
por los escudos, pues bien 
los ha menester el necio 
que se casa de paciencia. (2752-55) 
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If, as Delgado points out, "paciencia" alludes to an "afeminado" or "cornudo" ( 1998, 
150), then is not this arranged marriage just as dehumanizing for Ribete as it is for Flora? 
That he with self-deprecating humor refers to himself as "necio" is further evidence that 
he sees himself as a pawn in a "game" that returns him to the traditional role of gracioso. 
One should not overlook the fact that Ribete, too, was liberated once Leonor chose him 
as her confidante. This pairing off at the end is very literally the end of Ribete's stint as 
the anti-gracioso, the brave and trustworthy servant who is respected rather than mocked 
by those around him. Leonor respects Ribete for his individual qualities just as Ribete 
respects Leonor for hers, and it is precisely this individuality that makes possible their 
friendship. If one accepts the existence of this friendship between them, the next step is 
to prove the novelty of this unusual relationship between lady and servant. The study of 
two well-known comedias in which a cross-dressed woman appears accompanied by a 
male servant will help us do that. 
Given certain thematic similarities between Valor, agravio y mujer and 
Calderon's La vida es sueiio (1636), many scholars have compared the two works from a 
feminist perspective in order to highlight critical differences between Caro and Calderon. 
By comparing Leonor to Rosaura, Soufas contends that "Rosaura in La vida es sueiio, 
who also disguises herself in order to follow a deserting lover, ultimately depends upon 
the male figures of authority to bring about the righting of the wrong done to her" ( 1996, 
138). Cortez, in turn, compares the function of the protagonists ' transvestism, concluding 
that Leonor's is fundamental while that of Rosaura's is secondary. She also compares the 
end of each play, observing that "en contraste con el final de La vida es sueiio en el que 
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los personajes masculinos, Segismundo y Clotaldo, tienen la voz, en Valor, agravio y 
mujer son las dos muejres, Leonor y Estela, quienes proponen el destino de las dos 
parejas principales" ( 1998, 378). These studies reveal that the thematic similarities 
between the two plays are, in fact, superficial, and that Caro did not follow to the letter 
the model of the male authors of the comedia with a mujer varonil. If we consider briefly 
the model of the couple consisting of the cross-dressed lady and her servant present in La 
vida es sueiio, yet another of Caro's contributions will become apparent. When Rosaura 
and Clarfn first enter the stage, they find themselves in a dark and dangerous land. 
Clarfn' s comment after he hears "ruido de cadenas" is significant: "Cadenita hay que 
suena, I matenme, sino es galeote en pena; I bien mi temor lo dice" (75-77). Here we are 
confronted with the cowardly gracioso. Later, responding to Clotaldo 's question, "~que 
hay de nuevo?", Clarfn complains that Rosaura is now "servida como una reina" while 
"estoy yo muriendo de hambre I y nadie de mf se acuerda" (1206-07). Ribete, to the 
contrary, does not complain about Leonor when he responds to Tomillo 's pointed 
questions: 
TOMILLO. ~Como vade paga? 
RIBETE. Paga 
adelantado. 
TO MILLO. ~y OS da 
raci6n? 
RIBETE. Como yo Ia quiero. (1156-58) 
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Perhaps Ribete is merely interested in making himself look important in front of a fellow 
servant, but his refusal to take the bait, so to speak, seems to correspond with his desire to 
lend a degree of respectability to hi s job that society did not usually afford it. 35 This 
desire for respectability is yet another point of divergence between Ribete and Clarfn, for 
as we shall soon see, Clarfn has little regard for his duties. 
The height of Clarfn 's selfishness is to be found at the play' s end, right in the middle of 
the coup against the king, when instead of staying by Rosaura 's side, he abandons her in 
order to save himself (3044-59). Ribete, in contrast, seeks Fernando 's help when he feels 
that Leonor's life is in grave danger: 
jGrandes requiebros! (,Que aguardo? 
No he temido en vano; apriesa 
A llamar su hermano voy, 
Que esta con Estela hoy. 
Leonor, se acaba tu empresa. (2490-94) 
It is obvious that Ribete and Clarfn have very different functions in their respective plays, 
and what is more, these differences underscore the unusual nature of the relationship 
between Leonor and her servant. Rosaura never would have called Clarfn "amigo," and 
Clarfn never would have praised Rosaura's independence or intelligence. When viewed 
along side the couple Rosaura I Clarfn, Leonor and Ribete ' s relationship seems all the 
more friendly and not nearly as self-serving. 
35 Maravall connec ts "el deterioro de Ia tigura tradi cional del criado" in literature to a new stereotype that 
emerged in the seventeenth century about the serva nt 's behav ior: "su deseo es comer hasta hartarse, 
trabajar lo menos posible, obtener las ventajas que de una situac i6n favorable, egofstamente explotada, se 
pueden presentar (regalo de un traje, calzado, alguna joya, etc .)" ( 1986a, 206). 
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Another play frequently cited in the discussion of the cross-dressed woman is 
Tirso de Molina's Don Gil de las calzas verdes (1615). In this play, Don Miguel 
promises to marry Dona Juana, but his father wants him to marry a wealthier woman, so 
he sends him to Madrid (after changing his name to Don Gil) to ask for the hand of Dona 
Ines. Juana follows him, hoping, of course, to thwart his plans, but in order to do so she 
assumes a new identity (one among many she will adopt). She becomes "Don Gil de las 
calzas verdes," and she, too, presents herself as a suitor of Ines. The similarities between 
this play and Valor, agravio y mujer end here. Like Calderon did earlier, Tirso presents 
the relationship between Juana and her servant Quintana as purely pragmatic in nature. It 
is true that Quintana accompanies Juana on her journey, and it is also true that he helps 
her with her schemes, but there is never any mention of a friendship between them. In 
fact, the play actually begins with Quintana's complaints, complaints that reveal that his 
lady has told him nothing of her plans. Moreover, the third scene of the first act ends 
with Quintana's forced departure, because Juana sees him as an obstacle (at least until her 
plan has time to take effect). Quintana returns to Madrid at the beginning of the second 
act, and his complaints have now turned to overt criticism: 
No se a quien te comparar: 
Pedro de Urdemales eres. 
Pero, (,Cuando las mujeres 
No supistes enredar? (1 0 16-19) 
Quintana is perturbed by Juana's ingenuity, whereas Ribete does not seem surprised by 
Leonor' s. As the play progresses, however, it becomes clear that Quintana is not just 
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perturbed but also angered, because many of his other comments reflect his disapproval 
of Juana's actions. In an aside in the third act he exclaims, "Nose en lo que hade parar I 
tanta suma de mentira" (2096-97). And later, in one of his few expressions of 
"admiraci6n," one notes a negative tone when he says, "Dios me libre de tenerte I por 
contraria" (2356-57). These comments all suggest that Juana and Quintana's relationship 
is based exclusively on self-interest. Quintana does what his lady asks of him, but he 
does not reveal himself to be worried about her, nor does he care much about the motive 
for all her deceits: the restoration of Juana's honor. 
Ribete's characterization as more friend than servant confirms that Valor, agravio 
y mujer challenges the traditional (masculine) model of friendship as outlined by 
Aristotle. Of course, Ribete is not a feminist as we use the term today, but he accepts that 
Leonor, his lady, has the right to seek revenge and is capable of carrying it out in an 
intelligent and ingenious fashion. The play never suggests that Leonor does not need 
Ribete's help (she could never have journeyed alone, for example) nor does it deny that 
Ribete needs Leonor, because she is the one who, after all, pays him. In this regard, there 
is admittedly a certain degree of self-interest to be found in their relationship. Yet, when 
comparing this relationship to those of the two lady-servant couples in La vida es sueFio 
and Don Gil de las calzas verdes, it is evident that the self-interest that characterizes 
these relationships constitutes only a small part of Leonor and Ribete's. The other part 
consists of the "bondat" mentioned in the Cuarta Partida, not necessarily in a perfect 
state, as Aristotle would have it (for Leonor is a woman), but certainly reflected in the 
admiration of the friends' virtues (namely, Leonor's courage and intelligence and 
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Ribete's courage and loyalty), as well as present in the friendship "por uso de luengo 
tiempo." As such, Ana Caro not only anticipates the criticism against "mujeres poetas" 
but also outlines a possible new relationship between the sexes. The play ends with four 
weddings, among them those of Leonor and Juan, and Ribete and Flora, which perhaps 
suggests that the friendship between Ribete and Leonor has run its course. Nevertheless, 
the play's structure and internal logic clearly suggest that the success of this couple has 
been rewarded, and this success is attributable to the friendship between them.36 The 
return to the status quo at the play's end does not, and need not, negate the achievements 
made possible by Leonor's and Ribete's departure from the social norms. 
Comparing Ribete and Leonor's friendship to those relationships portrayed in 
other plays by different authors has revealed that Caro's depiction of the friendship 
between these two characters is indeed novel. Further proof of the novelty of this kind of 
friendship can be found within the play itself, and I will conclude this chapter with an 
examination of the relationship between Juan and Fernando followed by some final 
thoughts on Ribete. 
Juan's rescue of Estel a and her cousin Lisarda from dangerous thieves in the 
woods earns him the respect and admiration of Fernando who in an aside states, "iQue 
galan! iQue gentilhombre" (236). As Juan explains himself and the circumstances that 
brought him to the Flemish court, Fernando listens attentively and responds favorably. 
Once he sends the ladies back to the court with their escort, he offers to accompany Juan 
36 Whether the end represents a success or not continues to be debated by the critics . I agree with Rhodes, 
who states that "Valor 's internal logic suggests that the dramatist and her public understood Leonor' s cross-
dressing and final union with the wayward don Juan as certain triumph" (2005, 31 0). 
in order to continue chatting with him but also in order to guarantee that he is given a 
proper welcome. He tells him: 
Amigo, 
alguna fuerza secreta 
de inclinaci6n natural, 
de simpatfa de estrellas, 
me obliga a quereros bien; 
venid conmigo a Bruselas. (343-48) 
It is clear that at this point in the play, Fernando esteems Juan and enjoys his company. 
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Once alone, however, Juan provides Fernando the details he slyly left out of his earlier 
account in the presence of the women. He confesses to having loved a woman ("Vila, en 
efecto, y amela" 378) to whom he promised to marry ("Dfla palabra de esposo" 389) only 
to change his mind and abandon her ("Sin despedirme ni hablarla, I con resoluci6n 
grosera, I pase a Lisboa" 407-09). Rather than face the consequences of his actions, Juan 
fled. From Lisbon he traveled to France and England before arriving in Brussels. 
Fernando's reaction to this new information about the gallant Juan is important to 
consider. He dismisses entirely Juan's treatment of the beautiful woman whom he 
seduced and then betrayed in Seville, and speaks instead of how he feels drawn to Juan in 
a way that he cannot quite understand or articulate: 
A vuestro heroico valor, 
por alguna oculta fuerza 
estoy inclinado tanto, 
que he de hacer que su Alteza, 
como suya, satisfaga 
la obligaci6n en que Estela 
y todos por ella estamos, 
y en tanto, de mi hacienda 
y de mi casa os servid. (445-53) 
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The repeated references to "alguna fuerza" that serves to bond instantaneously the two 
men highlights Juan's charms; he appears to leave both men and women enamored in his 
wake. 
Yet, it turns out that Fernando has not ignored altogether Juan's confession of his 
indiscretions in Seville. Once Leonor arrives disguised as Leonardo and bringing news 
of Fernando's sister, Fernando extends his hospitality to Leonardo by offering to put him 
up in the same room as Juan. Leonardo asks for more information about this "hidalgo," 
to which Fernando replies: 
Es la primer maravilla 
su talle, y de afable trato, 
aunque facil, pues ingrato, 
a una dama de Sevilla 
a quien goz6 con cautela, 
hoy la aborrece, y adora 
a la Condesa de Sora; 
que aunque es muy hermosa Estela, 
no hay, en mi opinion, disculpa 
para una injusta mudanza. (765-74) 
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Fernando first offered his friendship to Juan unhesitatingly, although clearly he is now 
critical of Juan's cavalier attitude towards the "dama de Sevilla." Sadly for Fernando, he 
is unaware that this "dama" is his sister. Teresa Soufas believes that Fernando 's 
"ignorance of self-involvement in Juan's story exposes his lack of ethical orientation in 
such matters; and so he takes no moral stand on the question of a seemingly unrelated 
woman's social and emotional distress" (1996, 134). Although he personally offers no 
objection to Juan, the verses quoted above reveal that he is not entirely lacking in morals. 
For this reason, it is interesting that Caro undermines Fernando as she does, and we are 
compelled to ask why. 
Although it may seem that Caro is criticizing Fernando, as the play progresses, it 
becomes clear that she has invested his character with many positive traits. He is 
delighted to hear news of his family and speaks fondly of his sisters. He takes Leonardo 
under his wing and treats him like a brother. To his credit, he is put off by Prince 
Ludovico 's arrogance and frustrated with his role as intermediary between Estela and the 
prince. He tries to convince Ludovico that Estela is interested in Juan , but to no avail. 
For this reason, when he next speaks to Estela on Ludovico's behalf, he is reluctant to 
bring up the subject. In an aside, he blurts out, "t,Por d6nde he de comenzar? I Que, ipor 
Dios que no me atrevo" (937-38). Perhaps some of his frustration stems from his own 
romantic interest in Estel a. If this is the case, it is noteworthy that he represents 
Ludovico as best he can, and he speaks of Juan only in positive terms. In fact, it is only 
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after Estela asks him never again to mention either Ludovico or Juan that we learn of his 
interest in her. He conceals his surprise and good fortune in an aside: "j Que dichoso 
desdefiar!, I pues me deja acci6n de amante" (945-46). These verses reveal his desire to 
respect Estela's wishes, which suggests a self-control that Ludovico, in comparison, is 
lacking entirely. 
Despite these positive character traits, Fernando ultimately acquiesces to the 
demands of the masculine honor code that requires that he sacrifice the women in his life: 
Estela, whom he loves in secret, and Leonor, whom he believes to be "deshonrada." 
Ludovico's position of power makes Fernando's decision to prioritize the political over 
the personal understandable. In this case, he is an unlucky go between. Yet, Fernando 
assumes this role not just once but twice more in the play. He tries to champion Juan's 
cause, even though it pains him to do so. Again, in an aside, he speaks of his sacrifice: 
"jOh amistad, y cuanto allanas!" (1962). Later, he finds himself in a similar situation 
with Leonardo and, in yet another aside, he says, "Sabe el cielo cuanto siento, I cuando de 
adorarla vivo I que me haga su tercero" (2337-39). Fernando's unwillingness to "betray" 
the men in his life is, ironically, undermining his masculinity. He appears destined never 
to get his girl. 
To ask Fernando to rise above his circumstances is asking too much, which is 
why Caro directs her criticism to the code itself more than to Fernando. Even though 
Fernando is critical of Juan's past behavior and of Ludovico's unrestrained sexual desire, 
their dishonorable treatment of women is not a legitimate reason for him to break his ties 
to them. He repeatedly finds himself in the role of "tercero," because he believes his 
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relationships with his prince, his friend and his cousin take priority over any relationship 
with a woman. Constantly playing the "tercero" makes him look rather ridiculous . 
Fernando's strict adherence to this code is also the reason why, even knowing the truth 
about his sister's circumstances, he casts the blame on her rather than Juan. Upon 
learning that Leonardo ' s lover is Leonor, he immediately speaks of his honor: 
jHoy la vida y honor pierdo! 
jAh, hermana f<kil! Don Juan, 
mal pagaste de mi pecho 
las finezas. (2646-49) 
His sister has dishonored herself, and this has cost him his honor as well. In keeping with 
the honor code of the time, Fernando believes that the only solution to Leonor's problem 
is her death: 
pues si casarla pretendo 
con Leonardo, (,C6mo puede, 
vivo don Juan? Esto es hecho: 
todos hemos de matarnos, 
Yo no hallo otro remedio. (2664-68) 
When Leonor casts off her masculine clothing off stage and returns as a woman, 
Fernando's dilemma is resolved. His honor is restored, and Estela surprises him by 
asking him to marry her. It is interesting that Fernando's final words of the play praise 
his sister for having been the cause of his great fortune . Although he was quick to blame 
her earlier, here he recognizes his error in having misjudged her. 
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Fernando, like Ribete, is far from perfect. Nevertheless, as Soufas concludes, 
Caro uses Fernando to "suggest, though very subtly, that men too can challenge the 
premise of the double standard and its unfair consequences for women" (1991, 94 ). It 
seems that Fernando sometimes recognizes the error of men's ways but is stili compelled 
to condemn women for their perceived flaws, while turning a blind eye to the male 
transgressors he calls his friends. 
In this light, Fernando and Juan's friendship is seen for what it is: superficial. 
Paradoxically, the bond that unites them is the same bond that threatens to destroy them: 
Leonor. Juan is understandably horrified when he discovers that Leonor is Fernando's 
sister. In an aside, he confesses, "De con·ido I a mirarle no me atrevo" (2649-50) before 
telling Fernando directly, "A saber que era tu hermana" (2651 ). This is further proof that 
Juan is well aware of his guilt, but more importantly, it is the real reason why he agrees to 
marry Leonor. I do not believe he has seen the error of his ways;37 rather, he has to do 
right by the men in his life and, in particular, the only male authority in the play 
connected to Leonor. It is true that Juan and Fernando defend each other, but they do so 
because they feel obligated to honor the social code that binds them. Ribete's sense of 
obligation to Leonor is aU the more noteworthy in this context, since he defends her when 
the code of conduct for the gracioso would have him run away. The play's final scene 
suggests superficially that all three men-Juan, Fernando and Ribete-are being 
rewarded with marriage for having resolved the play's central problem: Leonor's status 
37 Mercedes Maroto Camino does believe that Juan is able to "overcome his inability to transcend his own 
self-love and his own narcissism" ( 1996, 46) . She argues that the jealousy that rages through him when he 
sees the portrait of Leonor in Leonardo ' s possession, forces him to "apprehend his own humanity and 
reali ze his mortality" ( 1996, 45). 
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as "deshonrada." Order appears to have been restored, and all the loose ends have been 
tied up. However, further examination of this scene reveals that this is not the case. 
Interestingly, Ludovico, who has been spurned by Estela for the duration of the 
play, is forced to ask Lisarda to marry him. Juan also loses Estela, because he is tricked 
by Leonor/Leonardo into honoring his promise to marry Leonor. Estela, in the end, will 
marry Fernando. This pairing can be seen as a reward for Fernando, but it is a reward 
that he is given rather than one he has earned: Estela asks him to marry her. Having first 
lost Leonardo and then Juan, Estela chooses, perhaps, what seems to her the lesser of two 
evils when she chooses Fernando over Ludovico. While it is true that Fernando marries 
the woman he desired all along, he will have to reconcile himself to the fact that he was 
not Estela's first choice. In a similar fashion, Juan is forced to settle for his second 
choice, Leonor. This is no fairy tale ending. It might be tempting to pity the women for 
having to marry these less-than-ideal mates, but both Estela and Leonor will marry the 
men they themselves have chosen. Leonor' s dogged pursuit of her "wayward man" 
(Rhodes 2005, 312) comes as no surprise when one considers her alternatives. Therefore, 
she "accepts his hand for the sake of the larger good, in the same heroic spirit with which 
Segismundo turns Rosaura over to Astolfo" (Rhodes 2005, 317). If there is some 
happiness for Leonor to cling to at the play' s end, it has little to do with her marriage as 
such; her goal was to vindicate herself, and marriage was a necessary means to that end. 38 
38 Elizabeth Rhodes argues that thi s is a "justi ce narrati ve" and that "Caro invests Leonor with the power of 
moral justice, or God ' s law, thereby pitting her against human justice and soc ial praxis" (2005, 3 14). 
Therefore, the events at the play ' s end can be seen as a "victory" for the hero ine. 
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For Ribete, however, marriage was not the end he desired . He no sooner tells 
Flora that he is not interested in marrying her than Estela proposes that he do just that. 
She tosses in "seis mil escudos" to make the deal a little sweeter, an offer that Ribete 
cannot refuse. As discussed earlier, Ribete is aware that this marriage, just like the 
others, is deemed a social necessity. His final words of the play, although cynical and 
pessimistic, serve as a frank admission of the business-like nature of the marriage 
contract: 
Digo que acepto 
por los escudos, pues bien 
los ha menester el necio 
que se casa de paciencia. (2752-55) 
He accepts Flora for the money, since the money will be the most use to him given that 
he is being forced into this arrangement. In response, Tornillo laments the loss of "Flora, 
bolsillo y escudos" (2757), while Flora herself remains silent. 39 We have no detail s about 
how this scene would have been staged, but one can imagine Estela prodding, or even 
pushing, Flora towards Ribete at the same time that she tosses him a purse filled with 
"escudos." The reluctance of this couple to wed contrasts sharply with the eagerness of 
the other three couples. The "dichas" (2739) of which Fernando speaks and Lisarda's 
promise to offer "la mano y el alma" (2744) are undermined by Ribete 's allusion to a 
popular saying, "borrico de muchos duefios" (2750). The scene reflects very cleverly the 
39 Monica Leoni examined Flora' s recourse to si lence in the play as a whole. In terms of thi s particul ar 
scene, she believes that Flora 's refusal to accept or reject these arrangements-in other words, her sil ence 
on the matter-would have surpri sed the audience give n her earli er, outspoken comments directed to them 
which served to belittle Tornillo (2003). 
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multiple factors involved in choosing one's mate: personal honor, social pressure, 
economic considerations, individual taste, etc. As such, this final scene illustrates an 
important point made by Catherine Connor: "The real closure is not the way the play 
concludes or ends in a wedding, but rather it is the web of meanings attached to that 
marriage as an event that is significant in terms of the audience and the roles that a staged 
marriage might play in the lives of particular spectators" (2000, 31 ). The social reality 
dramatized on the stage at the end of Valor, agravio y mujer draws the audience's 
attention to the way marriage had come to be "connected irrevocably with political and 
economic systems, sexual economy with the economics of property" (McKendrick 2002, 
87). The audience might laugh at Ribete's sudden change of heart, but they will also 
grasp the far from humorous truth in his words. Once again, Carouses her gracioso to 
alert the reader/spectator to the implications of adhering strictly to rigid social roles. 
Ribete's loyalty to Leonor, his admiration for her talents, and his interest in her 
well being contrast notably to the more superficial friendships between men in the play. 
His conscious and deliberate departure from the theatrical and social roles expected of 
him also exposes and implicitly challenges the complicit behavior of men like Fernando 
and Juan. It is not entirely surprising, then, that Ribete's final action in the play serves to 
reveal the imperfect reality of the fictionalized I dramatized comedia marriage. 
Chapter Three 
The "Invisible-Mistress" Plot of El conde Partinuptes as 
Parody of the "Wife-Murder" Play 
The second play by Caro, El Conde Partinuples, was published in Laurel de 
comedias. Quarta parte de Diferentes Autores in 1653. When exactly the play was 
written is debatable. The critics have offered a range of dates, beginning as early as the 
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late 1620s (Delgado) and ending in the late 1640s (Soufas). How to classify the play has 
also proven problematic, for it is debated whether this is a comedia de apariencia (Luna 
1993, Soufas 1999), a comedia de fantasia or even an allegory (Delgado 1995). What is 
certain is that Caro's dramatic rendering of Partinuples is yet another chapter in a 
centuries-old tradition that dates back to medieval France. 
Dayle Seidenspinner-Nufiez has examined Partonopeu de Bioi, the original 
anonymous romance of over 10,000 verses, in order to compare it in terms of theme and 
structure to the 1497 Spanish prose translation , El conde Partinuples. She finds that in 
the abridged Spanish version much of the "condensation results from the elimination of 
the extended dialogues in the original, of lengthy descriptive passages, and of numerous 
authorial intrusions on the part of the French poet" (1983, 63-64 ). The effect of this 
process of condensation is to reveal the symmetries of both form and content that may 
easily be overlooked in the lengthy original. Seidenspinner-Nufiez's conclusions 
regarding these and other editorial decisions made by the Spanish translator are 
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particularly useful given that Caro would have been most familiar with this version of the 
Partinuples tradition:40 
the process of demythification , the undermining of the magic and 
mystery of the fairy world in the French romance, and the intentional 
humanization of the female protagonist-all attest to a conscious 
attempt by the Spanish author to render the romance a more effective 
metaphor of human experience which would reflect the desire of his 
own 15111 -century audience (1983, 73) 
As we will see later, Ana Caro also introduced changes and made other authorial 
deci sions in order to meet the needs of her seventeenth-century audience. 
Judith Whiteknack (1999) compared Caro ' s play to the Castilian version studied 
by Seidenspinner-Nlifiez. If in 1497 the translator intended to more fully characterize 
Melior, Partinuples' s lover, then what Whiteknack perceives in Caro 's version is a 
conscious attempt to devalue Partinuples (1999, 69) . Whether or not one agrees with this 
reading of the pl ay, thanks to the efforts of Whiteknack and others who subsequently 
studied Caro 's play, most scholars now agree that Ana Caro 's dramatic rendering of the 
Spanish prose translation of 1497 is innovative, well written and thoughtfully structured. 
The critical reactions to the play include Melveena McKendrick 's initial 
assessment that the play is "extremely bad" ( 1974, 172). For Whiteknack, instead, the 
play 
~0 It is worth noting that the printing of thi s translati on has been "attributed to the Sevillian printers known 
as the compaiieros alemanes" (Seidenspinner-Nufiez 1983, 62). 
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"works quite well as a denunciation of male perfidy" ( 1999, 71 ), and Frederick de Armas 
approached it in terms of how it adhered to, or veered from, the "invisible-mistress" plot 
( 1976). Later, in a separate article, de Armas asks, "Is Ana Caro mirroring the demands 
of patriarchy as critics of old assumed?" ( 1999, 76). By studying the use of mirrors and 
of "mirroring" in the play, de Armas concludes that she does not. In 1993, Lola Luna 
published her critical edition of the play, stating in the Introduction that she wished to 
move away from the study of characters and plot initiated by de Armas-along with the 
"feminist" perspective that he introduced and others explored after him-and to focus 
instead on the play's linguistic and structural merits. 
Given the female protagonist's position as reigning empress of her people, many 
have also been interested in questions of female power and authority. Marfa Mercedes 
Carrion studied how Rosaura, like Queen Elizabeth I, uses postponement as a strategy in 
order to maintain her rule for as long as possible (1999). In a similar vein, Marfa Jose 
Delgado offers in her study of the play an allegorical reading with socio-political 
implications that would have Caro commenting on the relationship between Felipe III 
(Rosaura) and his senior advisor, the Duke of Lerma (Aldora), suggesting that the 
advisor's control of the king was potentially dangerous yet not going so far as to claim 
that his advice to Felipe III was bad. These works, and others, have helped to dispel the 
idea that Ana Caro's El conde Partinuples is a second-rate work. 
My approach to this play stems, in part, from a question posed by de Armas in his 
article. In discussing the dramatic tradition of the "invisible-mistress" plot, he states that 
it "was a phenomenon of the first three decades of the seventeenth century" (1999, 77). 
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He believes that Lope's La viuda valenciana was probably written in the late 1590s or the 
early 1600s, and that Calderon's Amar par seiias and Quien calla, otorga appeared in 
1615. Therefore, he believes that Ana Caro chose to work with this plot "once the 
popularity of this type of writing ha[ d] abated" (1999, 78). Not knowing precisely when 
Caro wrote the play makes it difficult to speak of her motives, but many have argued 
convincingly that her more intense period of writing can be narrowed down to the 1630s 
and the early 1640s (Gorfkle 1996 and Soufas 1997b). By taking into consideration the 
socio-historic context of this fifteen-year period, one should be able to suggest possible 
motives for her decision to take up the Partinuph~s tradition . I believe that certain 
elements of Caro's El conde Partinuples can be read as a parody of aspects of the "wife-
murder" play. While some scholars have pointed out the use of parody with regard to the 
misogynist gracioso Gaulin in this play, no one has yet to consider the structural 
similarities of the "invisible-mistress" and "wife-murder" plots and thus their potential to 
be parodied. 
After determining which elements are parodied and why, it will also be important 
to ask to whom this play was directed . Was it , as Luna contends, intended for women? 
And if so, was it, as de Armas has suggested, meant to serve as a kind of feminine wish-
fulfillment? But then, what of Teresa Soufas' s contention that "[n]either magic nor the 
realm of the fantastic has been portrayed as adequate to overcome the prohibitions to 
female social autonomy" (1999, 102), which implies that all women must expect to be 
married off just as Rosaura was. Such widely divergent reactions to the intended 
message of this work will be considered in my analysis of the play. But first, a brief 
summary of the plot is in order. 
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Rosaura, the Empress of Constantinople, is confronted by her senior advisors 
about the pressing need to produce an heir. She reminds them of her father's astrological 
prognostication that she would be betrayed by her husband should she marry, but 
nevertheless she agrees to select a husband among the chosen suitors with the caveat that 
she be allowed one year to make her final decision. Her cousin, Aldora, agrees to use her 
magical powers to conjure up images of all four suitors so that Rosaura may get to know 
them better before making her choice. Even though (and paradoxically, precisely 
because) Partinuples is planning to marry his cousin, Lisbella, Rosaura selects him. With 
Aldora's assistance, Count Partinuples is presented with a portrait of Rosaura, and he is 
instantly infatuated. The Count and his servant are then magically transported to an 
enchanted castle where Partinuples and Rosaura spend several nights together, but always 
in darkness, because she has asked him to promise not to look at her until she gives her 
consent. Partinuples keeps this promise until he is spurred on by his servant to determine 
once and for all if this enchanted woman is really a woman or a monster (or worse, yet, a 
devil). Rosaura, infuriated by Partinuples ' betrayal, orders him to be killed, but Aldora 
intercedes and arranges for the Count to participate anonymously in the tournament being 
held for all of Rosaura's suitors. The winner will be rewarded Rosaura' s hand in 
marriage. Just prior to the tournament, Lisbella arrives leading an army and threatening 
to destroy everything and everyone should Rosaura refuse to hand over Partinuples, so 
that he may fulfill his obligation to her and to France. After making peace with Lisbella, 
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Rosaura resigns herself to marry the winner of the tournament, who is, naturally, 
Partinuples. The play ends with their wedding, as well as the betrothals of Lisbella and 
Aldora.4 1 
The "Wife-Murder" and "Invisible-Mistress" Plots 
Some preliminary explanations are needed regarding the general characteristics of 
the plot structures under examination. The "wife-murder" plot is found in the group of 
plays known as "honor plays." For the purposes of this study, it is necessary to limit our 
focus to the (arguably) two most prominent playwrights of this sub-genre, Lope de Vega 
and Calderon de la Barca. For years, much of the criticism involving the "wife-murder" 
plot was interested in proving/disproving whether these plays accurately reflected the 
social reality of their time. It is now generally agreed upon that wife murder, although 
documented, was not rampant in seventeenth-century Spanish society.42 Rather, the 
"wife-murder" plot was of interest to playwrights such as Lope and Calderon because it 
offered them the opportunity to examine the points of intersection of two social codes 
that significantly impacted human relationships: honor and gender. Since man 's honor 
was inextricably linked to woman's chastity, woman, even when contained within the 
contract of marriage, was a perpetual threat. The mere suspicion of adultery impugned a 
husband 's honor, for it suggested that he had lost control of his wife 's body and, by 
4 1 There is, in fac t, a fourth betrothal-that of the suitor Federico to the sister of fellow suitor Roberto. 
42 McKendrick explains that ;o[i]t is undeniable that the demands of the code as the theatre depicts it were 
occas ionall y enacted , although there are extremely few recorded cases" (2002, 6) . 
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extension, his household.43 On the other hand, a wife had to take seriously the 
importance of her chastity, since not only her reputation but also her very life depended 
on her husband 's honor. 44 Yvonne Yarbro-Bejarano explains this phenomenon: 
Feminine honor, then, is reflective of male power in that it takes on 
meaning only in relation to masculine honor. A woman is "honrada" 
("honorable") if she protects her husband's honor and rights of private 
sexual ownership through the practices of enclosure and self-effacement 
prescribed by the feminine virtues of chastity and silence. ( 1994, 16-17) 
Marriage and chastity, masculinity and femininity , honor and dishonor were all factors 
that conditioned and influenced personal relationships in both private and public settings. 
The "wife-murder" plays of Lope de Vega and Calderon de Ia Barca will be used 
here to comment upon the standard plot structure, as well as other dramatic and/or 
theatrical devices typical of these plays. In no way, however, do I wish to suggest that 
Lope and Calderon expressed the same attitudes towards the unpleasant business of wife 
murder. Likewise, I am not suggesting that "wife-murder" plays are homogenous in 
nature. On the contrary, as McKendrick has carefully pointed out the three most famous 
wife-murder plays are distinct: "the wives differ, the husbands differ, the dramatic effects 
differ, the extent to which jealousy is openly allowed a voice differs, and, most important 
of all , our responses to what goes on and our feelings at the end differ in each case" 
43 According to McKendrick, "Since loss of control, real or apparent, over one's famil y led to humiliation 
and emasculation, woman exerted a tyranny over men's minds, became in a sense the enemy, as we see in 
Calderon's plays. Hence tyrannicide, here wife-murder, is seen to offer liberty through crime, and violence 
against a wife becomes the ultimate form of social control" (2002, 89). 
44 Even though often noted, it is worth recalling that a wife's adultery was punishable by death according to 
Spanish law (McKendrick 2002, 90). 
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(2002, 37). Nevertheless, upon reading these plays, general characteristics emerge that 
should be taken into consideration. 
Matthew Stroud's study (1990) is particularly helpful when it comes to discussing 
the various plots encountered in these works. He studies thirty-one different comedias, as 
well as the "pre-texts"45 that contributed to the appearance of uxoricide on the Spanish 
Golden-Age stage. Even though there is great variety and disparity to be found in these 
pre-texts, Stroud points out that "one can discern a delimited number of 'meanings'" 
( 1990, 49). These meanings are of great relevance to this study, because they allow for 
the examination of the parody of wife murder to be more precisely focused: 
Thus, one can speak of misogynistic wife murder in which the 
wife murder explicitly refers to man's view of an innately inferior 
woman. A perspective is provided that indicates that the husband, 
because of his tyranny or neglect, is at fault. There is another perception 
that the marital conflict is in large part attributable to bad marriages. 
A fourth situation shows wife murder prompted by conditions beyond 
the control of the married couple, either in the form of divine intervention 
or in the machinations of other, usually slanderous, characters ( 1990, 49). 
The third scenario, that of a bad marriage, is the one that I believe is the object of Caro's 
parody in El conde Partinuples. The five situations common to the standard bad 
marriage "wife-murder" plot are: 
~ 5 Stroud does not pretend to trace the "pre-texts" back to one original source; however, he uses this term to 
refer to the collection of texts (not exclusively dramatic texts) that included or featured examples of 
uxoricide. 
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1. Husband suspects wife of adultery 
2. Husband attempts to prove wife's adultery through a "test" or series of tests 
3. Husband finds wife guilty (although sometimes she is innocent) 
4. Husband murders wife 
5. Husband seeks new wife 
Although the spouses in these plays act with varying degrees of agency, they are 
ultimately at their husbands' mercy whether guilty or innocent. When speaking of 
Calderon 's "wife-murder" plays, McKendrick says that the "world of these plays is a 
bleak world where women are the prisoners of men-literally as well as 
metaphorically-and where love, pity, compassion, remorse, have no part in marriages 
which configure wives not merely as subordinate but as dispensable adjuncts to their 
husbands ' ego" (2002, 109). This notion of dispensability is also noted by Yarbro-
Bejarano in her study of Lope 's honor plays: "The conflation of 
order/male/subject/justice to restore masculine dominance depends on the negation of the 
corresponding series disorder/female/object/transgression that includes not only the 
female but also the feminized male" (1994, 34). We must keep in mind, of course, that 
these comments refer to the textual worlds created in the "wife-murder" plays of Lope 
and Calderon and not to their attitudes (as playwrights or men) toward these worlds. If 
the wife is characterized as an enemy to be conquered and destroyed, it is because that is 
how the men in this textual world are programmed to see her (McKendrick 2002, 10 I). 
In order to understand how Caro parodies this bad marriage "wife-murder" plot, it 
is necessary to examine the "invisible-mistress" plot, since this is the structure that is 
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found in El conde Partinuples. The "invisible-mistress" plot presents the reversal of the 
Cupid and Psyche myth, since it is the man who, spurred on by curiosity, seeks to 
discover the identity of his lover. According to Frederick de Armas, "woman will 
become in the plot of the Invisible Mistress a dramatist who will create a 'play' within 
the play, a burla that assigns to her a new role in competition with her socially assigned 
one" ( 1976, 59). De Armas believes that this plot was first used by Spanish playwrights 
such as Lope, Tirso and Calderon starting in the late 1590s and ending around 1630, in 
plays such as La viuda valenciana, Amar par sefias and La dama duende. Naturally, each 
playwright selects a previous model to use as a starting point (in the case of Lope, it was 
Bandello's novella 25),46 but this model had to be adjusted in order to be represented on 
stage and in order to express the playwright's individual artistic vision. Nevertheless, 
just as with the "wife-murder" plot, certain common elements can be found, thereby 
making it possible to discuss these situations typical of the "invisible-mistress" plot:47 
1. Young male is approached by a stranger and invited to participate in an adventure 
2. Young male "meets" mysterious /anonymous Lady but is forbidden to see her 
3. Young male's faithfulness is tested by his Lady 
4. Young male fails the test and is punished 
5. Young male redeems himself and reestablishes his relationship with his (no 
longer anonymous) Lady 
46 For a comparison of these two works, see chapter two of de Armas ( 1976). 
47 The term "mistress" in this case does not refer exclusively to the woman involved in an affair. It is 
important to remember that many of the invisible mistresses in the works studied by de Armas were single 
or widows. 
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Although de Armas's conclusion that this plot represents woman's fantasy (or rather, 
feminine wish-fulfillment) has been contested by other critics,48 his ideas concerning 
gender roles are of interest to us here: 
Woman presents herself to man as a dama encantada, releasing her 
frustrations, liberating herself, becoming what she hopes to be. In turn, 
man must become what he once was-not the suspicious and brooding 
surgeon of his own honor, but a man that will attain his honra andfama 
in the old-fashioned way, the way of the Christian knight. Thus, the 
purpose of the bur/a, the fantasy, is essentially twofold in spite of 
individual variances: to liberate woman from her physical captivity 
and mental torment, and to instill in man the old ideals. ( 1976, 190) 
It is striking that the world described in McKendrick's earlier quotation where women are 
prisoners and enemies, and men are expected to maintain order by turning into 
executioners if necessary, is here inverted: women seek to liberate themselves at the same 
time they seek to restore the honor of their men. Of course, this gender role-reversal is 
not permanent, and de Armas reminds us that at the end of the play "society will 
intervene and demand the return to the 'proper' roles" ( 1976, 60). It appears, then, that 
the stock world depicted in the "invisible-mistress" play is the other side of the coin, so to 
speak, of the stock world depicted in the "wife-murder" play. 
We can now begin to identify the ingredients at work in Caro's parody. The plot 
characteristics of the "invisible-mistress" and "wife-murder" plays, when examined side-
48 Judith Whiteknack, for example, points out that '' the original folklore plot is primarily a masc uline 
fantasy , with a fairy (or fairy godmother) who grants all the hero ' s wishes" ( 1999, 70). 
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by-side, are strikingly similar, yet the text-worlds that they ultimately create are quite 
distinct. Point number one of the "wife-murder" plot corresponds to points one and two 
of the "invisible-mistress" plot if one considers that what we are witnessing in these 
moments is the recognition, on the part of the men involved, that something is amiss in 
their world. The established routine is disrupted, in the "wife-murder" plot, by the 
suspicions of a wife's adultery and, in the "invisible-mistress" plot, by the unusual 
proposition of a mysterious woman. The action progresses in similar fashion when the 
lovers' faithfulness is tested. The results are, likewise, the same: the wife has failed to 
guard her husband's honor and the young male has failed to honor his promise. The 
initial reaction of the offended parties in both situations is to punish the unfaithful 
partner. It is in this moment, however, where the plots diverge, for in the woman's world 
of the "invisible-mistress" plot, death is not the preferred punishment. This play's 
resolution depends upon the (re)union of the lovers, not, as we see in the "wife-murder" 
play, the elimination and subsequent replacement of the "guilty" partner. 
We should ask what is the likelihood that Ana Caro identified the great potential 
embedded in the "invisible-mistress" plot to parody the "wife-murder" plot. I believe 
that it is quite high. Although the date of composition of El conde Partinuples is 
unknown, certain conclusions can still be drawn in light of other facts we do know about 
Caro and about the theater of her lifetime. Most critics agree that Caro wrote her two 
extant plays between 1620 and 1640. Two of Tirso's "invisible-mistress" plays appeared 
in 1615 (Amar par seiias and Quien calla, ortoga), and Lope's La viuda valenciana, first 
published in the early 1600s, was possibly revised in 1620 (de Armas 1976). Calderon's 
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La dama duende appeared in 1629, and this play, as de Armas has suggested, seemed to 
mark the end of the widespread interest in the "invisible-mistress" plot. If the first two 
decades of the seventeenth century featured a number of "invisible-mistress" plays, the 
third decade produced some of the most memorable of the "wife-murder" plays.49 Lope's 
El castigo sin venganza appeared in 1631, and just four years later Calderon wrote El 
medico de su honra. The second play of Calderon 's "wife-murder" trilogy, A secreta 
agravio, secreta venganza, was published in 1637. It is not unrealistic to think, given that 
Caro first published in 1628, that the plays that circulated in manuscript form or were 
performed on stage (or perhaps both) in the 1620s and 1630s would not only have been 
familiar to her but also would have influenced her own style. Nor is it unrealistic to 
underscore Caro's interest in parody. Many scholars, in fact, have already highlighted 
Caro's use of parody in El conde Partinuples. Lola Luna notes that Gaulin's speech 
parodies the courtly speech of his master (not untypical for "graciosos" or servants in 
general), 50 while Marfa Mercedes Carrion points to the parody of the misogynistic 
tradition of the querelle desfemmes .51 Parody was also very much at work in Caro's 
other comedia, Valor, agravio y mujer, most notably in Leonor's performance of 
masculinity (including her speech and her gestures, as well as her actions). Furthermore, 
Caro was living at a time when Cervantes' parody of the libros de caballerfa was still 
49 Stroud confirms this trend: "From the dates that are known with some precision, it appears that activity 
was greatest before I 600 (tive versions) and during the period I 62 I -37 (nine versions)" (I 990, I 9). 
50 According to Luna, in the "caso de Gaulfn sus juegos de ingenio, tan del gusto de Ia epoca, supondnin 
una parodia del lenguaje culto que caracteriza a los protagonistas" (I 993 , 24 ). 
51 For example, when discussing Gaulfn ' s "germanfas, " Marfa Mercedes Carrion says that they "are vulgar 
versions of a wide range of strategies of containment that represented women as reified objects-such as 
jewels, statues, and corpses-in sixteenth- and seventeenth-century Europe" (I 999, 246). 
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"fresh" (the second part of Don Quijote was published in 1615). And finally, it seems 
that while she was in Madrid, Caro participated in a literary academy that was dedicated 
exclusively to burla. 52 
Aspects of the "wife-murder" play parodied in El conde Partinuples 
I now wish to examine in greater detail Caro's use of parody in this play. First, I 
will consider the use of the "invisible-mistress" plot to parody the "wife-murder" plot. 
As we have seen, generally speaking, a young couple's love is "tested" due to doubts 
about their fidelity triggered either by curiosity ("invisible mistress") or suspicion of 
betrayal ("wife murder"). Prohibitions ensue (the young lover is not to see his mistress 
and the young wife is not to stain her honor), but these prohibitions are inevitably 
transgressed (willfully or not). Such a transgression must be punished before order can 
once more be restored by means of establishing a new relationship (betrothal). 
Additionally, the "invisible-mistress" and "wife-murder" plays often depend upon 
darkness to move the plot forward . This darkness is both literal and metaphorical; the 
characters physically fumble about the stage because they cannot see and because they 
live in ignorance of the truth. When light (knowledge) is finally restored, however, the 
"invisible-mistress" male lover suffers defeat whereas the "wife-murder" husband either 
52 Antonio Perez Gomez does not include Caro in his account entitled Academia burlesca en Buen Retiro a 
La Magestad de Phillipo Cuarto El Grande ( 1637) , but Caro mentions in her relaci6n about the royal 
festivities that she was among those who participated although she did not compete (see Chapter Four of 
this dissertation for more on this relaci6n). I have not been able to confirm Juan Perez de Guzman y 
Gallo's statement that Alonso de Batres, one of the appointed secretaries, satirized Caro by saying that 
"manifestaba, hallandose entre hombres, poqufsima gana de casarse , se quejaba de su hastfo en no muy 
malas endechas, y parecfa hermosa desde lejos, y desde cerca aseada" (Perez de Guzman y Gallo 1880, 
106). 
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publicly claims his victory in the name of justice or privately covers his tracks in an effort 
to prevent others from learning of his shame. 53 Caro exploits these different uses of dark 
and light imagery in her parody, as we will see shortly. 
Caro also exploits the use(s) of props in her play to call into question the symbolic 
metonymic substitution that is often the driving force behind the outraged husband 's 
conviction of his wife's betrayal. One need only to recall the importance of the 
handkerchief in Othello, for instance, to be reminded of the devastating effects brought 
about by these ordinary objects. El conde Partinuples presents us with a number of 
familiar objects-portraits, letters, mirrors-which, while reminding us of other plays, 
simultaneously surprise us, for their functions in this play are very different. 
Defining Parody 
Before proceeding with this analysis it will be useful to spend a few moments 
discussing parody. Given my interest in studying both the play itself and its reception, I 
find Margaret Rose's study of parody a useful starting point, for first and foremost, she 
does not limit her study to modern and post-modern uses of the term: 
Rather than restrict ourselves to post-eighteenth-century distinctions 
between ideal and reality or high and low in explaining the factors 
involved in the creation of comic discrepancy or incongruity in the 
parody, the comic in parody will be looked for in the creation of any 
53 For discussion of the characteristics and functions of the guilt-based and shame-based systems depicted 
in the "wife -murder" plays , see Stroud (1990). 
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type of comic incongruity, be it a dissimilarity or an inappropriate 
similarity between texts. ( 1993, 32) 
Second, and also of great importance, she is interested in the role of the reader/spectator 
who is confronted with the interplay of two different textual worlds. 54 By carefully 
studying how the term parody was used prior to the Renaissance, as well as by always 
keeping present the role of the reader/spectator, Rose's theoretical framework will allow 
me to avoid anachronistic applications of the term parody to the Golden Age. Her 
definition of parody as "the comic refunctioning of performed linguistic or artistic 
material" (52) will lead us to an examination of the textual "incongruities" present in El 
conde Partinuples that comically expose for further scrutiny the "text-world" of the 
"wife-murder" play. 
I am aware of the limitations of Rose's work, as explained by Linda Hutcheon,55 
but whereas Hutcheon is interested in expanding the definition of parody to include more 
modern artistic genres, I am limiting the scope of this study to the seventeenth century. 
Thus, the need for "[a] more neutral definition of repetition with critical difference" 
( 1985, 20) that is so important to Hutcheon when discussing modern works is not an issue 
here. What is essential is that Hutcheon supports Rose's contention that parody should 
not always be equated with mockery or ridicule: 
There is nothing in parodia that necessitates the inclusion of a concept of 
s-1 Rose applies the terminology of S.J. Schmidt in her di scussion of the reception of parody, referring to 
these "two text-worlds" as " that of the parodist and that of the target as reproduced by the parodist" ( 1983, 
40). 
55 Hutcheon cautions that "Rose 's stress on incongruity , discrepancy , and discontinuity does not account for 
the forms of twentieth-century parody that we have been examining" ( 1985, 20). 
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ridicule, as there is, for instance, in the joke or burla of burlesque. Parody, 
then, in its ironic "trans-contextualization" and inversion, is repetition with 
difference. A critical distance is implied between the background text being 
parodied and the new incorporating work, a distance usually signaled by irony. 
(32) 
Furthermore, this mention of irony allows for Hutcheon's general definition of parody to 
complement Rose's earlier definition, because she points out that "[w]hile the act and 
form of parody are those of incorporation, its function is one of separation and contrast. 
Unlike imitation, quotation, or even allusion, parody requires that critical ironic distance" 
(34). Thus, ideally this "critical ironic distance" will permit the reader to recognize the 
"refunctioning" that is taking place, thereby leading to a more complete understanding of 
the "incongruities" encountered in the text.56 
Parody of "Wife-Murder" Plot in the "Bad Marriage" Variant 
The notion that Caro is interested in the implications or consequences of bad 
marriages seems evident given that the play features not one but two examples of 
potentially bad marriages. Lisbella and the Count are the happy couple presented to us in 
the first act of El conde Partinuples. Even though their marriage has been arranged and 
the preparations are in progress, they both seem content with each other. When the king 
56 Beltran Almeria ' s (1994) two types of parody-traditional and modern , or burlesque and ironic , 
respectively-are both found in a work like Cervantes ' Don Quijote. He believes modern parody attacks 
the parodied text without destroying it by using either laughter or suspense ( 1994, 54). This understanding 
of parody is also useful to keep in mind when, as we will see shortly, Caro ' s incongruities create laughter-
albeit, uncomfortable laughter-when the parodied text is subtly attacked. 
108 
gives the Count license to speak to his "esposa,"57 the Count explains his preference to 
remain silent: 
Yo, que la luz reverencio 
del sol que en Lisbella adoro, 
por no ofender su decoro 
la hablo con el silencio; 
que fuera causarla enojos 
con discurso poco sabios, 
volverla a decir los labios 
lo que le han dicho los ojos. ( 465-72i8 
Lisbella, in response, expresses her desire to prove that she is worthy of his love: 
yo, de ofrte contento, 
tambien, prima, en mf sera 
el silencio lengua muda 
que acredite tu opinion. (475-478) 
However, all hope for a future filled with marital bliss is immediately placed in jeopardy, 
because in the very next scene two fishermen arrive with a box that they found amidst the 
wreckage of a sunken ship. It turns out that the box contains the portrait of a beautiful, 
unknown lady. The Count is enraptured and wishes to know the identity of the woman, 
prompting Lis bella to ask him, "Es por gusto o curiosidad, I Pmtinuples?" (51 0-11 ). 
57 She is not yet, of course , hi s literal spouse, but the king ' s use of this word confirms the public nature of 
their mutual intent to wed. 
58 For this and all subsequent quotations, I am using Delgado ' s 1998 edition. 
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Later, even though he insists that Lisbella is the only woman who pleases him, she 
confesses in an aside, "Celos I me esta dando el conde ingrato, I divertido en el retrato" 
(545-47). Here, then, are the first stirrings of suspicion, jealousy and infidelity. Yet Caro 
has inverted the usual roles, drawing attention, as a result, to the Count's fickle character. 
Fickle and superficial though he may be, the Count's change of heart is nonetheless 
forgivable because he is a man. Likewise, Lisbella ' s fears and suspicions cannot possibly 
be seen as threatening, given that she is a woman. 
The impression of this world turned upside down is soon amplified when the men 
continue their hunt and spot a strange beast charging past them. The Count and his 
servant, Gaulin, give chase only to find that the beast magically transforms itself into 
Rosaura, looking exactly as she does in the portrait. The invitation to an adventure is 
clear when she says before disappearing, "Si me buscas, me hallaras" (633). There is 
never any doubt that the Count will accept this challenge/invitation, even though Gaulin 
thinks he is mad for so doing. In an aside at the beginning of the second act, Gaulin 
states that his master "ha dado en mentecato" (776). Indeed, the Count has been so struck 
by Rosaura ' s beauty that he unhesitatingly casts aside his former love, recognizing even 
as he does so that his behavior is rash and could have serious repercussions. Even before 
chasing after the "fiera," he had already confessed to Gaulin that "desde hoy I sabra 
Lisbella que soy I sombra de esta imagen bella" (554-56). What is more, he asks for 
strength in order to "disimular el incendio que me abrasa" (560). These verses clearly 
reflect the Count's conscious decision to break his promise to Lisbella, a promise that 
even Gaulin reminds him to honor: 
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... el rey tu tfo 
y tu esposa han de buscarte, 
y han de estar perdiendo el juicio 
de ver que asf los dejaste. (729-732) 
It is certainly true that Gaulfn, typical gracioso that he is, is trying to get his master to 
leave the dangerous "monte" and return to civilization. Yet his use of the word "esposa" 
here is significant, for the Count's promise to marry was tantamount to a marriage vow. 59 
Nevertheless, the Count vows not to honor his promise but rather to continue his search 
for the "enigma hermosa I de aquel retrato" (629-30). 
This ill-advised hunt is complemented by Rosaura's equally problematic decision 
earlier to pursue the one suitor who she knows is in a relationship.60 When her cousin, 
Aldora, provides Rosaura with the opportunity to observe her four suitors, each one 
appears along with an object symbolizing what is apparently of great importance to him. 
Partinuples appears before Rosaura lost in the contemplation of a portrait of Lisbella. 
Even though Aldora believes him to be a worthy match for Rosaura, she makes it very 
clear that his situation is different from that of the others: 
Este es mas digno de ser, 
entre los demas tu duefio, 
59 As many have noted (see Catherine Connor 2000, 37), the verbal promise of marriage in this time period 
was considered to be a legal commitment. Don Juan ' s first words in El buladorde Se villa "Duquesa, de 
nuevo os juro I de cumplir el dulce sf" underscore the power of just such a verbal agreement between two 
consenting adults. 
60 Lola explains this decision as one that simply drives the plot forward: "La nobleza y Ia raz6n de Estado 
sucesoria Ia obligan a casarse dentro de los cfrculos impuestos por su "decoro" (prfncipes). Si ella hubiera 
elegido a uno de ellos no habrfa habido trama, ni comedia, sino directamente bodas reales" ( 1993, 25). 
a no estar (como te he dicho) 
tratado su casamiento 
con Lisbella. (367 -71) 
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But Rosaura will not be deterred: "Por eso, Aldora, por eso I me lleva la inclinaci6n I 
aquel hombre" (371-74 ). Well aware that this is "desatino" (394) and "diffcil" ( 420), she 
compels Aldora to help her because "lo facil es para todos" (421). Thus this obstinate 
pursuit of a man already spoken for parallels the Count's pursuit of a woman he has never 
met and is not cettain exists. We now see that both potential marriages introduced in the 
play's first act are characterized from the very beginning as highly problematic. 
Turning briefly to some of the examples of "wife-murder" plots premised on a 
bad marriage will enable us to see how Caro begins to bring together these seemingly 
distinct worlds. El castigo sin venganza offers the most compelling comparison, for the 
Duke marries Cassandra not for Jove but rather to produce an heir. Moreover, she is 
much younger than he is, and he is in no way committed to the marriage since he 
abandons her after the wedding night. Although less obvious, a case can still be made 
that Gutierre and Mencfa are also characterized by a bad marriage in El medico de su 
honra. They each had former lovers, and in both instances, the circumstances 
surrounding the termination of these relationships were ambiguous at best. It is 
significant that they are living not in the city but in Gutierre' s country house, which 
perhaps suggests that either one or both prefer to keep their marriage out of the public 
eye. Finally, in Teresa Soufas's reading of A secreta agravio, secreta venganza, it is 
Lope's "disastrous contact with married life [that] made him melancholic both because he 
did not understand his unsuitability for it and because he did not prepare himself to 
confront his vulnerabilities" ( 1984, 190-91 ). If an essential element of parody is the 
repetition of performed material-that is, material already familiar to the 
reader/spectator-then Caro can be seen here to be recycling (or returning to) the "bad 
marriage" motif in order to lay the groundwork for the parody to come. 
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The first of the incongruities to emerge from Caro's parody is related to the "test" 
that is common to both the "invisible-mistress" and "wife-murder" plots. At the 
beginning of Act Two of El conde Partinuples, after a bizarre journey in an enchanted 
ship, the Count and Gaulin find themselves in a strange castle. It is here that the Count is 
confronted by Rosaura, under cover of darkness, and is asked to love and serve her 
without seeing her. These conditions naturally frustrate the Count, who is anxious to 
gaze upon his new love and thereby correctly identify her. However, he quickly comes to 
the realization that this mystery woman of the enchanted castle is the same woman who 
transformed herself in the woods and also the same woman he saw in the portrait. Caro 
pointedly has the Count reveal this discovery to Gaulfn, leaving no doubt in the 
reader/spectator's mind that the Count is fully aware of Rosaura's identity: 
GAULIN: 
CONDE: 
Y ~es retrato y fiera? 
Espera; 
vengo, Gaulfn, a entender 
que es esta hermosa mujer 
mi bella adorada fiera; 
porque hacienda reflexi6n 
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de los sucesos pasados 
en Ia memoria, y notados 
equfvocos y canci6n 
y otras mil cosas, es ella. ( 1298-1306) 
This detail is crucial in spotting the parody at work here. The ensuing encounters, 
characterized by Rosaura's insistence on keeping the Count literally and figuratively in 
the dark, superficially resemble the "wife-murder" plots, such as El medico de su honra, 
in which a suspicious husband prowls around in the dark searching for the "truth"-in 
other words, conclusive proof of his wife's adultery. Whereas Rosaura's machinations 
are playful and ultimately useless (since the Count has already ascertained her identity)61 , 
Gutierre' s efforts are deadly serious. Should his wife fail the test, her very life will hang 
in the balance. On the contrary, should the Count fail his test, the only thing to come to 
an end, so to speak, will be the game that they are both happily using to entertain 
themselves . 
An additional detail of great interest here is that the Count's knowing 
participation in Rosaura' s ruse undercuts his argument about seeing with his soul instead 
of his eyes: "El alma ve, I y el alma hade hacer mas fe I que el credito de los ojos" 
(1347-49). The reader/spectator is already well aware that the Count is in the position he 
is in precisely because of his eyes. After all, he fell in love with Rosaura ' s portrait first. 
He can claim not to need visual "proof' of his lady 's honesty precisely because there is 
6 1 Whiteknack argues that since the Count has seen both the portrait and Rosaura , heard the clue repeated 
multiple times and in different contexts, and admitted his reasons are " flimsy ," there can be no doubt of his 
"clear knowledge" of what he is doing ( 1999, 65-66) . 
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no real mystery for him. His words and actions in this moment have a comic effect, 
largely because of their metatheatrical quality. The Count is playing the role of the 
"ignorant" lover assigned to him by Rosaura in this elaborate game that she has created; 
he knows it and we know it. 
This awareness of assuming (or acting out) one's assigned role is also held up for 
scrutiny in the "wife-murder" plays. The husbands often invoke the heavens or honor as 
they contemplate their options, and in these moments they choose to rely heavily upon 
their eyes, or rather the visual proof they have amassed, in order to make their final 
decision.62 Curiously, just like the Count, their eyes do not deceive them. The Duke 
does see Cassandra with Fernando in the mirror; Gutierre does see Enrique's dagger in 
hi s house and he does see a letter Mencfa has written to Enrique. All these men have 
seen the "truth," yet not one believes it. The Count insists on seeing with his own eyes 
just as these husbands insist on seeing what they wish to see. As Stroud puts it, "Many of 
these husbands, to keep control of the situation, create the ' truths' they need to justify 
their actions" (1990, 139). The creation of such "truths" simultaneously leads to the 
husband seeing himself "as the victim not only of a faithless wife but more widely and 
significantly as the victim of a social code. It is the language of that code, the di scourse 
of honour/vengeance, that he turns to in his attempts to make sense of what is happening 
62 Consider thi s fragment taken from Gutierre ' s moment of deliberat ion near the middle of the second act of 
£/medico de su honra: 
Pero cese el sentimie nto 
y a fuerza de honor, y a fuerza 
de valor, aun no me de 
para quejarme licencia; 
porque adula sus penas 
el que pi de a Ia voz justicia de e ll as. ( 1609-14) 
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to him and of his complex reactions to it" (McKendrick 2002, 106). Thus, he assumes 
the role of judge and executioner. The role-playing engaged by the Count is comic, yet 
when scrutinized in conjunction with the role-playing of the wife-murder husband, the 
male prerogative to replace reality with fabricated truths is clearly challenged. 
In light of all that we have considered thus far, Rosaura's reaction to the Count's 
failure (or rather, his betrayal) is Caro' s most striking example of parody of the "wife-
murder" plot. She works herself into a rage, and when Aldora appears asking what has 
caused her to lose her temper, Rosaura tells her, "Aldora, a ese barbaro hombre I haz 
despeiiar, por in grato, I traidor, engaiioso enorme" ( 1719-21 ). She at first speaks of the 
personal pain it gives her to have to resort to such measures, but as she proceeds, her 
justification loses its personal character and turns public in nature: 
Muera antes que lo padezca 
mi imperio; desde esa torre 
hazle despeiiar a! valle, 
pues ofendi6 con traiciones 
tanto amor ( 1732-36) 
Indeed, these verses cast the Count as a kind of public enemy of the state. 63 
The blind rage, the excessive punishment desired given the nature of the crime, 
and the justification of the offended party couched in terms of purifying society of an 
63 Dayle Seidenspinner-Nuiiez's comparison of the Spanish prose version to the earlier French romance is 
revealing in this context, for the Spanish author chose to make Melior more forgiving : "her immediate 
repentance again contrasts with the mysteriously sustained anger of the French empress. Abandoned by her 
lover and sister and subjected to the demands of her vassals, Melior freely determines to pardon Partinuples 
and secret ly attempts to locate the count" ( 1983, 71 ). Caro 's decision to make Rosaura less forgiving is all 
the more significant, given that it represents a departure from the Spanish prose model. 
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enemy are reminiscent of a fair number of "wife-murder" plays. But the parallel quickly 
diverges to produce yet another incongruity: a patent challenge to such an unnecessary 
resolution of the problem. Aldora's response to Rosaura completely arrests the escalating 
tension of the moment: "iOfensa grave! I Es frances, noes bien te asombre, I que jamas 
guardan palabra" ( 1736-38). Rather than contradict Rosaura and risk aggravating the 
situation, Aldora first agrees with her that the Count's betrayal is a serious offense. 
However, she then comically downplays the gravity of the crime by pointing out what 
she perceives to be a pardonable character flaw: the French never keep their word. This 
comment serves two important functions: first, it provides comic relief in a moment 
charged with unreasonable rage, and second, it playfully (by implicating all the French 
rather than singling out Partinuples) reminds Rosaura of something she has known and 
appears to have conveniently forgotten up until now-Partinuples broke a promise in 
order to begin his relationship with her. Here we are asked in this comic interruption to 
pause for a moment and consider the fact that Rosaura has no reason to be surprised at 
this turn of events. 
If the Count's betrayal comes as no real surprise, then Rosaura's decision to make 
Partinuples out to be a threat to the empire needs to be scrutinized further. She says that 
"del vaticinio infausto I es duefio el aleve conde" (1730-31 ). When we return to 
Rosaura's explanation in Act One of her father's prognostication, it appears that the 
Count does fit the description in nearly every respect: 
que un hombre ifiero dafio! 
Je tratarfa a mi verdad engafio, 
rompiendome la fe por el jurada, 
y que si en este tiempo reparada 
no fuese por mi industria esta corona, 
riesgo corrfan ella y mi persona; 
porque este hombre engaiioso 
con palabra de esposo, 
quebrantando despues la fe debida, 
el fin ocasionaba de mi vida. (177 -186) 
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One is forced to ask once again why Rosaura chose Partinuples in the first place. It 
seems that the real threat to the empire is not the Count but rather the Empress, since she 
chose to court someone who possessed many of the nefarious traits of the "hombre 
engaiioso" described above. Yet, how can we condemn her knowing that her hand was 
forced? She was, after all, given an ultimatum: chose a suitor or lose your throne. This 
ultimatum puts Rosaura in what Soufas calls "an impossible situation," because "she puts 
in jeopardy her empire and her person if she marries or if she does not" ( 1999, 97). 
When she assessed her options, the only one of the four capable perhaps of loving her 
was Partinuples. As de Armas explains, "In choosing a man who loves truly, she acts 
wisely; but in choosing one who already apparently loves another woman she evinces her 
jealousy and envy" (1976, 180). Knowing he was already spoken for and keeping in 
mind her father's words, she had time enough to put her "industria" to good use. It could 
be argued that Rosaura' s "industria" involved keeping Aldora near her at all times, 
particularly when one takes into account the fact that Aldora is the one who saves the 
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Count from Rosaura's wrath and then transports him to the tournament where he fairly 
wins the Empress's hand in marriage. 
This denouement, like many other comedia "resolutions," has produced much 
critical debate. There are those, like de Armas, who view Rosaura's marriage to 
Partinuples as the play's restoration of the proper social as well as gender roles that each 
must now assume.64 Others, such as Whiteknack and Soufas, wonder how much has 
really changed for this couple since the beginning of the play. For Soufas, the answer is 
that very little has changed for Rosaura: 
Neither magic nor the realm of the fantastic has been portrayed 
as adequate to overcome the prohibitions to female social autono-
my or freedom from male-identified status within the dramatic 
conventions accessible to Caro. Empresses, queens , and enchant-
resses must all marry, and the only one who has been able to pick 
and test her mate is the one who proceeded with her observations 
and choice-making with the protection of darkness and secrecy. ( 1999, 
1 02-3) 
With respect to Partinup1es, Whiteknack doubts that he "is shown to be aware of 
Rosaura's faults" (1999, 71), as de Armas suggested, and concludes that the play as a 
whole "works quite well as a denunciation of male perfidy" ( 1976, 71 ). 
64 Indeed , de Armas explains: "When speaking of feminism in these works , we are not speaking of it in the 
modern sense. Woman does want to be free and equal with man , but only to perform her ' proper' role . 
She hopes to achieve this through role reversal and fantasy. By showing man her hopes and his failures she 
can inspire him to dream again" ( 1976, 190). 
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How might our understanding of this ending change if we look at it through the 
lens of parody? The first thing we notice is that there are no corpses on stage. The 
violent and bloody tableaus so memorable in El castigo sin venganza and El medico de su 
honra are replaced with living, breathing couples-and an excess of couples, at that. As 
is oft stated, the only character left standing alone at the end of El conde Partinuples is 
Gaulin. Luna is quick to point out that this is no oversight on Caro ' s part but rather in 
keeping with Parker's idea of poetic justice: "Mas que ante un descuido de la dramaturga, 
parece que nos encontramos ante un ejemplo de 'j usticia poetica' en el que se premia al 
enamorado discreto con el amor y al mis6gino maldiciente con la soledad" ( 1993, 23) . 
To what extent, however, can any of these couples really be said to have been rewarded 
with love? What if the last laugh is not directed at Gaulin but at those who did not escape 
marriage? A brief examination of each of these three couples will help to answer this 
question . 
We will begin with Rosaura and Partinuples. While Rosaura got what she 
wanted-in terms of marrying the man of her choice-she will, nevertheless, relinquish 
her authority and autonomy to her husband. And even though she may have managed to 
avoid the workings of fate, the fact remains that she is marrying a man who habitually 
does not keep his word. What guarantee is there for her that Partinuples will be any more 
faithful to her than he was to Lis bella, his former "esposa"? Now, it should be noted that 
Rosaura herself is not free from fault. Her deci sion to go for "lo diffcil"-a decision 
prompted by her jealousy of Lis bella-jeopardized everyone around her. What is more, 
her blatant disregard for her cousin ' s advice reveals a selfishness that is not admirable in 
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either a wife or a queen. That Rosaura and Partinuples have been partnered up at the 
play's end seems, on the one hand, apt since they are both rather immature and 
impulsive; on the other hand, their pairing is highly problematic, for they will be charged 
with ruling the empire-a task seemingly ill-suited for them. 
The pairing of Lis bella and Roberto seems no less problematic once one moves 
beyond their shared interest in warfare. Likewise, the pairing of Aldora and Eduardo is 
hastily suggested by Eduardo himself (who has never had a conversation with Aldora) 
and just as hastily accepted by Aldora (who has expressed no interest in marriage at any 
point in the play). The general impression we are left with at the play's end is the same 
impression that we had at its beginning: arranged marriages of convenience are recipes 
for disaster. In the world of "wife murder," they can lead to bloodshed and death; in the 
world of the "invisible mistress," although violence and death are threatened, they are 
never realized. Still , the happy resolution promised by multiple weddings must be 
understood to be seriously compromised given the parallel drawn between this plot 
resolution and that of the "wife-murder" plot. The similarities are brought to the 
foreground, in this case, in order to point to the incongruity present in both the text that 
parodies and the parodied text itself. 
Parody of Light/Dark Imagery 
The most obvious use of darkness in the "invisible-mistress" plot is to ensure the 
Lady 's anonymity, but we must also remember that it simultaneously serves to create 
intrigue and mystery. The young male confronting this enchanted world cannot help but 
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be drawn to it at the same time that he warns himself to be wary of it. Less obvious, 
although cer1ainly equally important, is the use of darkness to underscore the emotional 
development of the lovers . When examining the Spanish prose version of the Partinuples 
tale, Seidenspinner-Nufiez points out that the second narrative sequence-which 
foregrounds Pm1inuples' crisis of self-awareness-is marked by physical and moral 
darkness ( 1983, 65). As we have already seen, Caro chose to eliminate the lengthy 
scenes that underscored the Count's struggle to redeem himself after having betrayed his 
Lady. Yet she did not eliminate the use of light/dark imagery to highlight the Count's 
"moral darkness." 
As soon as the Count commits to finding and identifying the "monstruo, mujer o 
deidad" of the portrait, he agrees to surrender himself to a dark world-a world with its 
own rules and peculiarities-and consequently reneges on his commitment to his fiancee. 
Interestingly, however, when light finally penetrates the Count's symbolic moral 
darkness in the enchanted castle, it serves to illuminate another broken promise. The 
"truth" (Rosaura' s identity) is revealed, yet light and dark have lost all their symbolic 
significance. The "light" that illuminates the Count and his invisible mistress in this 
moment serves primarily to illustrate Partinuples's moral weakness . 
This stripping of symbolic meaning of light/dark imagery is also present in the 
"wife-murder" play. Blue observes that "the characters are frequently no more able to 
discern the truth in light than in darkness, thus underscoring the false sense of security 
they possess when they believe they have discovered the truth in the light of day" (see 
Blue qtd in Stroud 1990, 128). Returning to El medico de su honra for a moment, 
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Gutierre's nocturnal prowling convinces him of the "truth" he has already established: 
Mencfa is guilty. Importantly, his daylight ruminations do not dispel his fears nor do 
they clear up any of his confusions; rather, they often tend to infuriate him even more, as 
illustrated in his lengthy speech about honor in Act Two. In her study of Lope's plays, 
Yarbro-Bejarano also discusses the husbands' tendency to be blind to the truth: 
The proliferation of texts in which the husband misreads the 
signs of his dishonor, either through deceit or misperception, 
indicates a keen interest in how this construction of masculinity 
leads to a state of hypervigilance predisposing the male subject 
to "see" what he most fears. (1994, 165) 
Thus it is that these husbands "see" monstrous wives who have humiliated and 
emasculated them; yet Partinuples, pretending to fear the discovery of a monster, is 
comforted to learn that Rosaura is just as beautiful in person as she is in her portrait. 
What exactly does Caro accomplish by bringing into focus the parallel use of 
light/dark imagery in both the "invisible-mistress" and "wife-murder" plots? Focusing 
on Rosaura, Soufas believes that Caro's "recourse to darkness nevertheless preserves the 
invocation of enclosure and hiding from the view of males that Renaissance gender 
ideology promotes for respectable women" (1999, 101). There is no denying that 
Rosaura's position of power in Act One is undermined by her relative "absence" onstage 
for most of Act Two. Yet when one focuses on the parodic parallelism of visual imagery, 
an alternative reading emerges. The darkness that Rosaura embraces for most of the 
second act is, first and foremost, a darkness she chooses to use to her advantage. What is 
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more, this literal darkness that Rosaura uses for playful purposes is far less dangerous and 
damaging than the figurative darkness shrouding the wives in the "wife-murder" plays. 
Important, as well, is the fact that when Rosaura steps back into the light, she gains 
power rather than being rendered powerless. In the end, she gets exactly what she wants: 
Partinuplc~s (even though, as already noted, this fulfilled desire is highly problematic). 
Similarly, the Count's moment of epiphany-the moment he casts light on 
Rosaura in order to dispel his doubts about her identity-is comic. His clumsy handling 
of the darkness in the enchanted castle, the truth in Rosaura's words, and his insatiable 
curiosity are designed to mirror the husbands' actions in the "wife-murder" plays, whose 
blindness and vigilance spurs them on to commit atrocious acts. Yet the Count's 
atrocious act-the betrayal of his lady-produces laughter rather than horror. True, 
Rosaura herself is furious and indignant, but neither her anger nor the Count's uncertainty 
are meant to be taken seriously, since both know exactly what is going on and have 
willingly participated in the game. 
When the symbolism of light/dark and vision/blindness is built upon a fantasy or 
a fiction, as is the case in the "wife-murder" plays, the consequences are disastrous and 
the imagery loses all legitimacy. Likewise, when an attempt is made to invest literal 
light/dark imagery with symbolic meaning because there is no other truth to be 
uncovered, the results, instead of disastrous, are ridiculous. In using the latter approach 
to parody the "wife-murder" symbolism, Caro playfully draws our attention to the ease 
with which empirical truths can be manipulated as well as to the havoc that these 
manipulations can wreak on society. 
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Parody of the Props 
Before examining in detail Caro 's use of certain props in El conde Partinuples, 
some preliminary words on props and the comedia are necessary. McKendrick's study of 
portraits and mirrors on the comedia stage explains the importance of these props. First, 
it is important to recognize that the portrait often serves as substitute for the person it 
represents. In other words, "[p ]ossession of the picture is possession of its subject" 
(McKendrick 2002, 159). As such, what we encounter in a play like Calderon' s Darla 
todo y no dar nada is that the portrait functions as a masculine conceit, "a symbol of 
woman 's identity as the possession of men, to be bought, captured, recreated, exchanged" 
(McKendrick 2002, 160). Second, one must remember that the images and reflections in 
and of themselves have little importance in the development of the play, but rather these 
portraits and mirrors function "as phenomena, and as symbols-as concrete elements in 
the unfolding of a narrative, as icons of possession and desire, as metaphors for what the 
plot is saying about the social and human relationships it explores" (McKendrick 2002, 
168). 
The symbolic and metaphorical functions of props in the comedia are most 
striking in the "wife-murder" plays. In El medico de su honra, Enrique' s dagger 
symbolizes the substitution of Enrique for Gutierre in Mencfa's bedroom, thereby 
"incriminating" Mencfa for her dishonorable behavior. Any comedia wife has, in the 
words of Yarbro-Bejarano, two choices: "She may protect her husband 's rights of private 
sexual ownership or transgress the bonds between men forged through marriage, 
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dishonoring her husband by putting herself back into circulation" (23). The substitution 
that the phallic dagger symbolizes suggests that Mencfa has, indeed, "put herself back 
into circulation," even though this is not literally the case. This type of substitution is 
what occurs with the handkerchief in Othello: 
In Othello 's mind, the handkerchief, metonymically associated 
with the operations of the body, is metaphorically substituted 
for the body 's apertures, and its transference from hand to hand 
comes to imply both the secret passage of "an essence that 's not 
seen" ( 4.1.16) and a ritual of public humiliation ("0 thou public 
commoner" [4.2.73]). (Stallybrass 1986, 139) 
Yet another example of stage prop serving as symbolic substitution is that of the mirror in 
El castigo sin venganza. Significantly, the Duke of Ferrara does not see himself reflected 
in the mirror alongside hi s wife Casandra but rather he sees his substitute-his own 
son-and so it is that "the secretly reflected image of the play 's female protagonist serves 
to focus attention on the reality of patriarchal power and possession" (McKendrick 2002, 
162). 
Let us turn now to Caro ' s parody of the portrait in El conde Partinuples. The 
presence of a portrait is commonplace in many "invisible-mistress" plots, and de Armas's 
comparison of Caro's play to the models established by Lope and Calderon suggests that 
Caro's use of the "retrato" could indeed be influenced by Calderon (1976, 78). In his 
reading of El conde Partinuples, de Armas conceives of the portrait as a male conceit 
because it reveals Caro 's internalization of the male gaze: 
Rosaura looks into the mirror (the portrait) not in order to see 
her own beauty, but to see it through a man ' s eyes. Although 
Ana Caro has shown the bias of Lope's text, she portrays Rosaura 
as a woman who cannot break with the images that have been set 
by patriarchy. She falls prey to the mirror of the male-inscribed 
literary text. (1999, 85) 
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But Rosaura is not the only one to contemplate this portrait. As we already know, the 
portrait is responsible for the Count's abandonment of Lisbella and the subsequent 
pursuit of Rosaura. It is the Count's reaction/relationship to the portrait that serves as the 
object of parody. 
From the moment the Count sets eyes on the portrait, he cannot help but express 
his desire for this mysterious woman. His first words are "Por Dios, beldad peregrina I 
ostenta, i ay cielos !" (505-6), followed shortly thereafter by "Divina; I ~quien sera aquesta 
mujer?" (508-9). The image revealed in the retrato first serves as a substitute for his 
actual lover (Lisbella); later, once the hunt for Rosaura is underway, the image 
symbolizes his sexual desire and his desire for possession. The Count's metaphoric 
substitutions can thus be seen to parallel similar substitutions made by the husband in the 
"wife-murder" play. Yet Caro introduces a series of substitutions of her own. The 
portrait seemingly transforms itself into a beast ("una fiera vestida de pieles") that later 
transforms itself into a vision of the real Rosaura dressed in identical fashion to the 
Rosaura of the portrait. What is more, once the Count loses sight of this latest visual 
image of Rosaura, he is left with her words, "Si me buscas, me hallaras" (633). 
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Interestingly, even thi s voice refuses to be contained, because once the Count is safely 
inside the enchanted castle, the single voice splinters into a chorus of voices (90 1 ). The 
line that formerly he associated with his mysterious lady is now a lyric sung by many. 
Caro 's decision to di sperse and diffuse Rosaura's image responds directly to the 
husband's obsession with the "fixed" image he has created of his wife. The observant 
reader/spectator will identify the parallel mentioned earlier, which will then lead to the 
recognition of the comic incongruity of the Count doggedly attempting to pin down his 
elusive object of desire. He abruptly leaves the hunting party chasing after a beast, 
yelling out as he leaves: 
De mi brazo y de mi aliento 
no has de poder escaparte, 
si no te esconde Ia tierra; 
aguarda, fiera. (573-76) 
Next, he attempts to reason with the "monstruo, mujer o deidad" (606) who, in turn , 
abruptly abandons him. Later, he surrenders himself entirely to the control of a woman 
whom he hopes will lead him out of the "laberinto" (998) in which he fancies himself. 
Finally, he jeopardizes his very happiness because he cannot control his desire to possess 
her with his eyes. 65 Yet even in this very moment when the truth is finally revealed, 
Rosaura still eludes the Count, forcing him, in fact, to exit the stage protected by Aldora. 
65 Gaulfn ' s presence in each of these scenes contributes to their overall comic effect, for in addi tion to the 
Count 's fumbling about in a desperate at tempt to grasp the woman he desires , Gaulfn cowers in hi s wake 
(all the while making comments about his master' s "di sparates"). 
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This game of cat and mouse is, undeniably, typical of the "invisible-mistress" 
plot. What is striking about Caro's rendering of this plot to exploit its potential for 
parody is that she draws considerable attention to the Count's shortcomings. As 
Whiteknack has noted, the lengthy scenes in the medieval version dedicated to the 
Count's maturation between the time of the betrayal and the final tournament are 
eliminated by Caro in her comedia. She believes, in fact, that of all Caro 's changes-
"whether omission, addition or transformation-each contributes another element in the 
systematic devaluation of the character of Partinuples" ( 1999, 69). This "devaluation" 
seems appropriate if we return to the idea of the bad marriage. Partinuples is shown in 
these scenes leading up to his betrayal to be foolishly intent upon capturing Rosaura. He 
appears just as enamored with the chase as he is with the object of his desire. The fact 
remains that in the end he does get what he is after but, as we have already pointed out, 
the Count's marriage to Rosaura is not presented as a solution to their troubles. The 
game ends, but what has the Count learned? Nothing. In fact, he is noticeably similar to 
the husbands in Calderon 's "wife murder" plots whose major "failing" is "a lack of self-
knowledge and self-mastery" (Soufas 1999, 201). 
Although far less prominent than the portrait, it is also worth discussing the roles 
of the mirror and the sword that appear in Act One and Act Three, respectively. It is 
Federico, one of Rosaura's suitors, who is seen gazing at himself in a mirror. De Armas 
rightly points out the breaking of a stereotype in this scene, in that it is a man who 
contemplates his beauty rather than a woman ("Mirrors" 84 ). This self-centeredness is 
the very reason Rosaura rejects Federico: 
Si consulta con su espejo 
el de Polonia sus gracias 
y esta de elias satisfecho, 
z,c6mo podra para mf 
tener, Aldora, requiebros? (398-402) 
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This inversion would be interesting but, nonetheless, not overly significant if it were not 
for another inversion near the play's end. Shortly into the third act, Lis bella appears on 
stage wielding a sword and followed by soldiers ("Salen al son de cajas Lisbella, con 
espada y sombrero, y soldados"). Lisbella, just like Leonor in Valor, agravio y mujer, 
takes it upon herself to restore her honor and will resort to violence if necessary. In her 
lengthy speech to her men, she reveals herself to be passionate, resolute and convincing. 
The men hastily respond with "Todos te obedeceran", "Todos moriran contigo" (1808-9). 
They embark on their journey to Constantinople, arriving at the very end of the play, just 
as the tournament orchestrated by Aldora is about to begin. 
Lisbella's explanation to Rosaura of why she has made the journey and what she 
is prepared to do in order to release Partinuph~s from "ilusiones de un encanto" ( 1983) is 
vehement and deadly serious. Aldora even remarks that Lisbella "habla como 
apasionada" (2024 ). Curiously, however, Lis bella's militant attitude here coincides with 
an interesting substitution of props: "Sale Lisbella a caballo, saca un lienzo y hace sefias". 
There is no indication in the text that Lisbella has put down her sword, but it seems 
reasonable to assume that she has, since Rosaura approaches her and tells her men not to 
worry since Lis bella "hace I sefia de paz con ellienzo" ( 1955-56). The two women talk, 
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and Lisbella quickly recognizes that she has been misled by Gaulin to believe that 
Rosaura was holding the Count against his will. The threat of violence has been 
eliminated by the women 's recourse to reason and to honest and direct communication. 
Both the mirror and the sword, when considered in the "wife-murder" plays, often 
connote crime and punishment. In El conde Partinuples, however, Caro is careful to use 
these props to suggest that the "crimes" can be addressed peacefully. Federico's life is 
not endangered due to his narcissism; he simply misses out on his chance to marry the 
Empress. Lisbella seeks clarification before resorting to violence, and it is this level-
headedness (even when one's honor is at stake) that prevents the bloodshed associated 
with the conclusion of the "wife-murder" play. 
Reception and the Intended Audience 
The final question to be considered in this chapter concerns Caro 's intended 
reader/spectator. In other words, to whom was this parody of the "wife-murder" plot 
directed? Lola Luna believes the play itself was clearly aimed at women, in part because 
a woman held the lead role but also because of the popularity of the Partinuples tradition 
(1993, 47). The popularity of this tradition derives from the masculine/feminine role 
reversals typical of the "invisible-mistress" plot. These inversions make possible what de 
Armas sees as a kind of liberation of the mistress herself. Therefore, upon concluding his 
study, he points out that in "the plays (and nove/as) we have perused, a particular form of 
fantasy appears in the midst of a more or less realistic panorama. It is woman 's fantasy, 
derived as Don Quijote' s from chivalric fiction, a form that reflected Spain 's past glory" 
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(1976, 189). The victory, as he sees it, is in the successful role-play, even though society 
will eventually demand a return to the proper roles. Interestingly, Caro is the only 
woman included in the study, which leads one to wonder whether this "woman's fantasy" 
is ultimately one that Caro also promotes. 
I do not think this is the case. As we have seen, the betrothals might superficially 
present the idea of a happy ending (in other words, the desired restoration of social 
order), but Caro's characterization of Rosaura and the Count suggests an unstable and 
uncertain future . This leads Soufas to assert that Caro was limited by the dramatic 
conventions of the time period (1999, 102). It might be, however, that the dramatic 
conventions themselves are subtly being questioned by Caro, especially when one 
considers the implications of her parody of the "wife-murder" plot. What can be said, 
then, of the intended spectator response to uxoricide? 
Yarbro-Bejarano believes that Lope may have authored only a handful of "wife-
murder" plays precisely because he feared a negative reaction from the audience who was 
placed in the uncomfortable position of bearing witness to an execution ( 1994, 249). Of 
course, the female spectators are more likely to experience greater alienation than the 
male spectators, because they are implicitly asked to view a woman as a monster. 
Nevertheless, Yarbro-Bejarano concludes that in Lope 's honor plays "[f]or male and 
female viewers alike, these texts offer a multiplicity of possible spectator positions 
running the gamut of resistance, affirmation of subjection, or contradictory combinations 
of the two, depending on gender, racial, and class factors" (250). This notion of 
alienation is what McKendrick also examines in her study of Calderon 's "wife-murder" 
132 
plays. She concludes that "what is at work in these seventeenth-century texts is the now 
familiar Brechtian process of alienation, that is distanciation or estrangement, the 
deliberate creation in the spectator/reader of a detached and critical perspective on the 
reality being presented" (McKendrick 2002, 97 -98). The horror inspired in the audience 
by the violence suggested on stage creates the distancing effect necessary in order for the 
spectators to "register the moral bankruptcy of a certain set of social values" (2002, 1 05). 
As a result of the critical distance Calderon offers his audience, "the seventeenth-century 
spectator would have seen the self-serving, self-proclaimed victim of the tyranny of 
honour to be as much the victim of his own moral confusion and hence a net contributor 
to his own tragedy" (2002, 117). This intense focus on the husband, his actions and the 
degree to which he recognizes (or fails to recognize) his own agency is understandable 
given that he is considered the play's protagonist. Nevertheless, the literal victim-the 
wife-deserves more attention than McKendrick gives her. Indeed, what McKendrick 
does have to say about the wife is revealing: "The wife is shown to be an enemy simply 
because that is how the male imagination construes her-the idea that repressive 
constructions of gender are timeless and inevitable is under scrutiny here" (2002, 101 ). 
Are we to assume that the female spectators accepted passively this notion of male-
imagined enemy wife? What is more, is it really prudent to assume that all male 
spectators accepted this portrayal as well? What is noticeably absent here is Yarbro-
Bejarano's concept of the "multiplicity of possible subject positions." McKendrick does 
succeed in helping us to understand how the men and women in the audience might have 
both identified and distanced themselves from Calderon's wife-murder husbands, but in 
offering apparently only one view of the wife (victim of the male imagination), her 
intended spectator is clearly male. 
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Caro's El conde Partinuples clearly inverts both the spectator as well as the object 
of scrutiny of the spectator. There is no doubt that Rosaura and Aldora are presented as 
the protagonists, and the Count is exposed to public scrutiny. Yet, critics tend to lament 
Caro's handling of the play's conclusion. Whiteknack remarks that "Caro-no 
revolutionary-does have the damas of both Partinuples and Valor marry their betrayers 
in conventional fashion" (1999, 69). Soufas's criticism is even sharper: 
What seems to be a role reversal from the myth of Cupid 
and Psyche to the romance cycle wherein the female protagonist 
exercises her access to magic to control her male companion for 
a time is revealed to be not a revolution of the norm but actually 
are-inscription of it. ( 1999, 103) 
There-inscription of the norm is not the problem here; rather, it is the point. The female 
spectators of El conde Partinuples would no more accept the play's ending as a 
reasonable resolution than the male spectators of El medico de su honra, for instance, 
would accept the murder of Mencfa. This is precisely the intention of Caro ' s parody. 
What women saw on stage in the "wife-murder" plays was an obsessive husband whose 
rage and preoccupations with honor drove him to kill his spouse. Caro's parody allows 
women to turn the tables on the men, so to speak, in that the Count (and his servant 
Gaulfn to an extent) become pawns in the chess game orchestrated by Rosaura and 
Aldora. The horror of the "wife-murder" plot is replaced with laughter in Caro ' s play. 
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But just as the horror is expected to alienate the spectator so, too, is the laughter. 
Rosaura's rant upon discovering that the Count has broken his promise to her is comic, 
but the laughter the scene produces is an uncomfortable laughter because the parody 
suggests that the same events transpiring in different circumstances could have tragic 
consequences. Likewise, the Count's running around the stage chasing after a "beast" 
that eventually turns into Rosaura is also comic; he comes across as quite ridiculous. 
Here the parody suggests that the husband who chases after his wife as if she were a beast 
is just as ridiculous. Yet, the real world is not a woman's world, and the women 
watching this play would have been aware that outside of the theater there was little for 
them to laugh about. The "happy ending," therefore, is understood to be compromised. 
Indeed, Rosaura's forced marriage is no laughing matter; neither is the Count's habit of 
breaking his word. Ultimately, Caro's use of the "invisible-mistress" plot to parody the 
"wife-murder" plot underscores the point for the female and male spectator, respectively, 
that both are limited by the social roles assigned to them. 
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Chapter Four 
Ana Caro's Role as Chronicler of Public Celebrations: the Relaciones 
Relaciones, or accounts of public celebrations, are of great interest due to their 
variety in terms of both form and content. These accounts, which were written either in 
verse or prose, can be as short as one page or approach the length of a substantial novel. 
For example, Ana Caro 's last published relaci6n, Contexto de las reales fiestas que se 
hizieron en el palacio del Buen Retiro a la coronaci6n de rey de romanos, y entrada en 
Madrid de la Seiiora Prince sa de Cariiian consists of three "discursos" totaling 2101 
verses. As Sharon Voros (2003, 110) has noted, this is nearly as long as Caro' s El conde 
Partinuples. Despite this particularly lengthy account, most ranged from four to eight 
pages or, in other words, "una hoja doblada una o dos veces" (Ettinghausen 1995, 11 ). 
These accounts were meant to serve multiple purposes, for they told in great detail 
the step-by-step proceedings of important public events-fulfilling a sort of 
historiographical function-and they did so in a highly stylized and rhetorical fashion, 
thereby contributing to the literary production of the moment. Francisco Lopez Estrada 
explains the nature of the public events recorded in relaciones: "Las Fiestas que cuentan 
estas Relaciones, suelen tener su origen a veces en un acontecimiento de Ia corte, o en 
una conmemoraci6n de Ia ciudad, o en una noticia religiosa o polftica que levanta un eco 
popular" (1983b, 110). He goes on to say that as reports, the accounts "pueden 
compararse con Ia labor de los periodistas locales en Ia prensa actual, y asf resultan ser 
una mina de noticias que conviene conocer" (1983b, II 0). Additionally, Henry 
Ettinghausen emphasizes the important role the relaciones played "en funci6n del 
perfeccionamiento del sistema de comunicacion, tanto nacional como internacional, 
debido principalmente al enorme crecimiento en la rivalidad comercial de la epoca" 
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( 1995, 13). In effect, there was great interest within Spain in the news that the relaciones 
could provide of happenings both domestic and international. Ettinghausen suggests that 
because of this good market, "it seems likely that relaciones of public events were 
bought, not only as news by people who had missed the events, but also as souvenir 
programmes by those who had witnessed them" ( 1984, 3). 
However, despite the wealth of useful details that these accounts can offer, Jose 
Simon Dfaz reminds us that their very credibility has been questioned: "El desprestigio 
de las 'Relaciones' se deriva de su escasa fiabilidad, pero hade distinguirse entre las 
falsedades y tergiversaciones constantes de las referencias a hechos ocurridos en lugares 
remotos [ ... ] y las que tratan de otros que han podido ser presenciados por gran parte de 
los lectores" ( 1982, xii). When the authors did witness the events first-hand, a certain 
respectful tone was nearly always employed. They presented themselves as "entusiastas 
apologistas" (Simon Dfaz 1982, x) who had never before seen such an amazing 
celebration. In this way, the "world as seen through the relaciones is one that reflects the 
traditional power structure based on the Crown, the Church and the military" 
(Ettinghausen 1984, 14 ). 
But to discredit these accounts as pure propaganda is unwise. According to Lopez 
Estrada, the authors were just as interested in the details of the account as in their literary 
representation of the events: "En la realizacion de estas obras, sus autores buscaban Ia 
ocasion de lucir sus condiciones literarias, como narradores (en pros a o en verso) de un 
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suceso local, conocido -y, muchas veces, vivido- por la gente de la ciudad" ( 1983b, 
II 0). It is this intersection between literature and historiography that also interests 
Ettinghausen: "It is perfectly obvious that the relaciones did much more than just inform. 
They helped form, and they reflect, their readers' world view and self-image. They 
provided instruments of social linkage beyond the immediate community" ( 1984, 15). 
Unfortunately, there are few comprehensive catalogues of Spain's relaciones. 
Mercedes Agullo y Cobo, who published her catalogue in 1966, included relaciones up to 
the reign of Philip IV (R.l621-1665). In a collection published in 1903, Jenaro Alenda y 
Mira focused solely on public ceremonies and festivities, and Simon Dfaz limited his 
study to celebrations held in Madrid. In the introduction of his study of "relaciones de 
sucesos naturales y sobrenaturales," Ettinghausen divides all relaciones into two groups, 
offering several examples for each before focusing solely on accounts of natural and 
supernatural events: 
primero sucesos de tipo polftico y militar, tales como los actos 
publicos del monarca y de la Iglesia, el castigo de los enemigos 
del Estado y de su religion, y las victorias tanto de sus propios 
ejercitos como de los de sus aliados; luego, desastres y desgracias 
de la naturaleza, como por ejemplo inundaciones, terremotos y 
erupciones volcanicas, nacimientos de monstruos y crfmenes 
especialmente horripilantes, como tambien sucesos sobrenaturales-
milagros, portentos, apariciones, etc. (1995, 13) 
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Returning to Ana Caro, it is clear that she is an author of relaciones "de tipo politico y 
militar. " Indeed, her four texts include nearly all of the examples cited above by 
Ettinghausen for this kind of relaci6n: she discusses a military victory, a coronation, the 
celebrations organized to honor some of Spain 's religious martyrs, and the atrocities 
committed against Spanish troops at the battle of Tillemont in Flanders. 
Ana Caro 's participation in this literary genre is remarkable. When describing the 
characteristics of the authors of these accounts, Lopez Estrada mentions the inclusion of 
women' s voices in the relaciones, observing that "las mujeres podfan lucir sus encantos 
intelectuales como si fuera una ocasion mas de mostrar su gracia personal ante una 
sociedad a vida de Literatura" (1983b, 110-111 ). Nevertheless, what is remarkable when 
consulting a collection of relaciones, such as Simon Dfaz's, is that Caro is the only 
woman included. Even though her accounts were published and, in some cases, praised, 
Caro 's participation in this kind of literary production was certainly an anomaly.66 When 
one considers that this genre is more noteworthy for its preservation of local as well as 
national history than it is for its artistic merits,67 the participation of a woman in this very 
male-oriented endeavor is even more extraordinary. In fact, in the case of Madrid, Dfaz 
is quick to point out that many prominent authors contributed relaciones. He names 
Lope de Vega, Quevedo, Moreto, and Rufz de Alarcon among the many "insignes 
66 Without dimini shing the nove lty of Caro ' s position as author of relaciones, it should be noted that 
Euge nia Buesso also wrote two relaciones, both published in Zaragoza, in 1660 and 1669, respecti vely 
(Manuel Serrano y Sanz 1975, 171 ). Since Caro ' s first account was published thirty two years before 
Buesso ' s fi rst published relaci6n, perhaps Caro's participati on in thi s genre inspired Buesso. I should also 
mention that Voros refers to an account of a public festi val in La firm eza en La ausencia by Leo nor de Ia 
Cueva y Silva-one ofCaro' s contemporari es-as a relaci6n (2003, 110). I di sagree with the designation , 
because unlike the tex ts of Caro, thi s account was not written to be published independentl y. 
67 For more informati on on both the hi storical and literary value of these texts, see Aquilino Sanchez 
Perez ' s La literatura emblenuitica espaiiola. Siglos XVI y XVII. 
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escritores de Ia epoca" who composed narratives about events taking place in Madrid 
( 1982, x). It seems that not only was Ana Caro in excellent company as an author of 
relaciones but also that she would have considered it an honor to be asked to write them. 
This is, in fact, what appears to have happened with her "Contexto de las reales fiestas" 
written in 1636 and published in 1637. The account was published by the lmprenta Real 
and Caro was to be paid 1,100 reales, but nowhere is it stated who covered these costs. 
Lola Luna draws attention to what seems to have been a very close relationship between 
Caro and the Count-Duke Olivares (1995, 13-14); she is convinced that if it was not the 
Count-Duke himself who paid for the printing costs, then it was likely the banker Carlos 
Strata, because "Ia dedicatoria a nobles y autoridades es una estrategia ret6rica para 
conseguir sufragar el costoso proceso de impression de Ia obra" (2005, 13). In this case, 
the first "discurso" was dedicated to Strata's wife, the second to the Count-Duke and the 
third to the city of Madrid (Ia villa de Madrid). 
John Varey's discovery in the Archivo Municipal de Madrid cleared up the doubts 
surrounding the party responsible for this payment. He found that "having lost an order 
for the payment to her of one hundred ducats, [Caro] applied for a new copy of the order; 
on 18 September [1637] the Town Council agreed to pay one hundred ducats to Dofia 
Ana" (1968, 267 -68). This finding is important for two reasons: first, it reveals that Caro 
used the necessary means in order to ensure that she received the money due to her; 
second, knowing that the Town Council covered the printing cost, her dedications can be 
considered less blatantly self-promoting. This does not mean, of course, that Caro did 
not have access to the Count-Duke; on the contrary, it does seem likely-as Luna makes 
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clear-that the Count-Duke saw Caro's manuscript at some point and requested that she 
have it printed (Luna 1995, 14).68 
Another detail about Caro's circumstances as author of relaciones needs to be 
mentioned before studying the texts themselves. Living, as she did, in Seville was 
potentially very beneficial to her: 
Seville was far and away the most important centre of news 
publishing in the Spain of Philip III. Between 1598 and 1619 
Seville produced some 170 of the 420 items listed by Agullo (or 
40 per cent). Towards the end of the reign (1614-19) its share of 
total Spanish news production rose to over half. (Ettinghausen 1984, 5) 
Caro's relaciones were printed by Simon Faxardo, Andres Grande, and Pedro Gomez. 
Simon Faxardo, along with Francisco de Lira, was one of the more active printers at the 
beginning of King Philip IV's reign. Both men were interested in presenting a broader 
view of current events, and so experimented with relaciones that were not as limited in 
scope as they had been in the past (Ettinghausen 1984, 11 ). Both men also had a nose for 
a good story, and it was Faxardo who, in fact, "reprinted two relaciones published in 
Madrid that recount the valorous deeds performed in America by a young woman who 
dressed as a soldier" (Ettinghausen 1984, 12). This young lady was Catalina Erauso, the 
Nun-Lieutenant, who is discussed in Chapter One of this dissertation. We do not know 
what sort of relationship Caro established with these printers, but her interaction with 
68 In the first sentence of her dedication to the Count-Duke, Caro speaks of the relaci6n that she "wrote" in 
Seville and that "V. Excelencia vi6." Olivares was a native of Seville , so it is possible that the two did 
meet. However, it is also possible that Caro was not present whenever Olivares saw the manuscript. 
them is an example of another successful insertion on her part into the male domain of 
print culture. 
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Caro wrote at least four relaciones, the first of which appeared in 1628 and was 
titled "La relaci6n de las fiestas por los martires del Jap6n, de Dona Ana Caro de Mallen 
(Sevilla)". The next three appeared years later: in 1633 "La frontera allende el mar: el 
romance por la victoria de Tetuan", in 1635 "Costumbres sevillanas: el poema sobre la 
fiesta y octava celebradas con motivo de los sucesos de Flandes en la iglesia de San 
Miguel," and in 1637 "Contexto de las reales fiestas". Lopez Estrada has studied 
primarily the first three of Caro's relaciones , focusing largely on their contribution to 
Seville's literary history. His articles offer summaries of the content of each account; an 
analysis of the meter and rhyme employed, as well as the more noteworthy poetic devices 
used by Caro; and an assessment of their political and/or historical value. Sharon Voros 
has also written about Caro 's relaciones, although she focuses largely on the last one in 
order to contest Luna's assessment that Caro was at her most servile in these works. 
Luna had concluded that in the relaciones, "Ia autora se inscribe como 'criada' y se pone 
al servicio de los nobles a los que dedica su obra, modulando asf su voz sobre el modelo 
de poeta-secretario" (1995, 15). However, Voros pointed out that "in a society obsessed 
with social status and lineage, male writers certainly felt a need to inject a rhetoric of 
humility into their public discourse, yet when women employ the same rhetorical 
strategies, they are dismissed as subservient to the patriarchy" (2003, 11 0). In examining 
Caro 's four relaciones, a useful starting point is to consider which rhetorical strategies 
were available to her and, of these, which she preferred and why. In what follows, I will 
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first address the collection of paratexts that accompany Caro 's accounts for what they 
reveal about her own efforts to position herself as an authorized voice within a discourse 
that was traditionally forbidden to women. Then I will examine Caro's insistent self-
insertion into the accounts themselves as yet another element to support Voros's 
contention that Caro 's relaciones were not exclusively intended to serve as propaganda 
for the monarchy. Finally, I will compare her relaciones to other accounts written by 
males in order to assess the extent to which Caro is able to express her own personal 
voice. 
The Paratexts 
Caro ' s first published relaci6n, "La relaci6n de las fiestas por los martires del 
Jap6n," begins with a "Dedicatoria" followed by a note to the reader.69 References to her 
imperfect art and her inexperienced pen abound: she mentions her "rudo di scurso" (2); 
her "mano tan tosca e imperfecta" (3); and "este bosquexo de mi inculta pluma" ( 18). 
For Lopez Estrada, " [e]ste cumulo de imperfecciones declaradas parece querer cubrir Ia 
juventud de Ia autora pues no conocemos otra obra precedente" ( 1978, 58). This 
69 I am using the editi ons of Lopez Estrada fo r the first three relaciones publi shed by Caro and have chosen 
to respect hi s editorial prac tices. For "La relac ion de las fi estas por los martires del Japon," Lopez Estrada 
ex plains that he reproduces "las graffas segun el original," he adds " los signos de puntuac ion con criteri a 
ac tual," and he modi fies " las mayusc ul as inic iales segun el uso moderno" leav ing onl y those that seem 
"necesarias para el mejor entendimiento de Ia obra" ( 1978, 58, n. 21 ). Thi s is the same criteri a he uses for 
"La fro ntera all ende el mar. " However, for "Costumbres sevill anas ," he makes a change regarding 
capitali zati on. In thi s case, he maintains the capitali zati on of the ori ginal, because he believes that its use is 
inte ntional. He also leaves "el enlace de las palabras segun Ia impresion de ori gen" except for a few 
occas ions ( 1983b, 115). For the "Contexto de las fiestas reales," I am using the 1951 facs imile editi on of 
Antonio Perez y Gomez. I follow the spelling and punctuation of hi s edition , and since the verses are not 
numbered, I use page numbers for all quotati ons. However, there are pagination errors in Perez y Gomez's 
editi on .. He inserts a page 16 betwee n pages 12 and 13, and there are two pages numbered as 34. 
Therefore, I have chosen to refer to the erroneous page 16 as 16a and to the correc t page 16 as 16b. 
Likewise, I di stingui sh between the two pages numbered 34 as 34a and 34b. 
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assessment of Caro's use of such a technique is not entirely satisfactory, for it is well 
known that authors often began their texts with the standard captatio benevolentiae. In 
fact, Caro's declaration "Perdonad los borrones y las faltas I del ignorante entendimiento 
mfo" (9-1 0) is a standard request that is hardly meant to suggest that the work which 
follows might be flawed . What is more striking in the dedication is how she concludes, 
since the last two verses do not mention inexperience or a lack of confidence: "recibe Ia 
afici6n con que e descrito I de aquestos Santos el martirio invicto" (15- 16). These two 
verses draw attention to Caro' s act of writing. Likewise, near the middle of her note to 
the reader, she states, "que dessee acertar, es bien que creas" (21 ). The statements are 
safely inserted between verses that suggest her writing is full of "defetos" ( 19), thereby 
down playing her unusual condition as a female author. If her youth is a factor in thi s 
relaci6n, this is best suggested in the relative brevity of these opening texts, since the 
dedication and the note to the reader comprise only twenty four verses. As we will see 
shortly, this contras ts significantly with two of Caro 's later relaciones. 
Before turning to other accounts, it is worth noting a few other tendencies that 
appear first in these texts and will later reappear in other relaciones. Caro' s wordplay 
with her own name in verses 5-9 is something that Voros noted in her study (2003 , 112). 
In particular, "que os cuesta Caro" has multiple interpretations, although Voros focuses 
on Ernst Robert Curtius ' s remarks about fal se modesty, because he points out that both 
men and women employed thi s practice. 70 It is important, then , to note that Caro felt 
70 Voros is referring to Curti us ' comme nts in "Affec ted Modesty. " Curti us speaks of Cicero's belief that an 
author must show "submissive ness and humility" and then when speaking of the Latin and vernac ul ar 
literature o f the Middle Ages, explains that authors protested their " inadequacy" and bemoaned their 
' 'uneducated and rude speech" ( 1963 , 83) . 
144 
sufficiently confident (even in 1628) to engage in clever wordplay with her reader. The 
first of what will be many references to Phaeton is also to be found here. Finally, it is 
noteworthy that the word "pluma"-literally used for pen and metonymically used for 
writing-is modified in this first relaci6n by the adjective "inculta." 
Curiously, Caro did not include any paratexts in verse when she published "La 
frontera allende el mar" in 1633 . In the prose note that appears before the account 
begins, we learn that Caro dedicated this relaci6n to the person who served as its source 
of inspiration, the general Don Jorge de Mendoza Pazaii.a. 
Two years later, however, a longer prose dedication does precede "Costumbres 
sevillanas." In the dedication to Dona Leonor de Luna Enrfquez (the Condesa), the reader 
discovers a servile, humble, and muted voice. Caro compares her writing to a jewel that 
increases in value only when held in esteem by its owner: the relaci6n is "de poqufssimo 
valor, por su falta de ciencia y por su poca arte," but in the Condesa' s hands "nadie se 
podni atrever a darle su propio nombre," and Caro "quedar[a] libre de toda calumnia." 
The eloquence with which she credited herself previously has been undone by "destos 
malos versos," and she asks not to be judged too harshly for having dared to try her hand 
at this work: "bien merezco el perd6n de mi atreuido yerro por el acierto de mi justa 
elecci6n." She closes her remarks with the self-effacing "Menor criada de V. Seii.orfa." 
Voros is quick to point out, however, that this type of closure "follows the dictates of 
conventions of her day" (2003, 116).71 
71Voros mentions, for example, Antonio Torquemada ' s Manual de escribientes and the use of "Vuestra 
Senorfa" as a commonplace courtesy (2003 , 116). 
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Evidently, Caro has great respect for an author and his/her work, and she is eager 
to present herself an esteemed writer. However, given her condition as a woman, she 
must negotiate very carefully her self-presentation. For this reason, she uses two distinct 
voices that fluctuate between "inspired" and "humbled" rhetoric. This latter voice is 
present yet again when reading the first of the two prose paratexts that precede "Contexto 
de las reales fiestas." It appears that Caro's approach has not changed significantly since 
her last relaci6n. She calls her poem an "inutil desperdicio de algunas horas" and 
devalues it even more with her dismissive "desmerece por obra de muger." Once again 
she signs off using a modest term, in this case "Seruidora de V.m." 
In spite of the submissive rhetoric that might suggest to her readers that she sees 
"woman's work" as less valuable than the work of men, it is clear that Caro is taking full 
advantage of her position as woman writer. In the first place, she has dedicated this 
relaci6n about the royal festivities to Dona Agustina Spinola y Eraso and not to Carlos 
Strata, her husband. It is true that she spends the first half of the dedication praising 
Agustina's husband, but she concludes her remarks with an attempt to forge an alliance-
as a woman-with Agustina. Just after discrediting her work, she returns to the idea of 
its value by stating, "mas quando le dedico a muger, aunque tan vnica, bien pienso que 
por humilde solicitara en su nobleza acogida mi deseo para que luzga sus afectos." This 
plea for solidarity is placed strategically between two moments of stylized modesty. It is 
as if Caro is insisting that Agustina look beyond any class distinctions between them in 
order to support each other as members of a collective subjugated community, all the 
while recognizing that this kind of partnership is at the very least unusual if not radical. I 
will return to this appeal to Dofia Agustina later when discussing the content of this 
relaci6n. 
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The second paratext, "Alletor" (a note to the reader), is even more interesting, for 
it reveals yet another component of Caro' s work as author: that of her role as editor of her 
own texts. Caro pleas for any flaws to be forgiven because the work was created "sin 
intencion de publicarlo." But, "mudandole" ("mudar" here for "to change" or "to 
modify"), the work became "menos corriente." Curiously, Caro presents this process of 
revision as something she was pressured into by those "aficionados" who wished her to 
have the work published. Thus, she felt herself "obligada" and also "persuadida" to see 
this relaci6n through to publication. 
From what we already know of Caro's interest in writing relaciones and receiving 
monetary compensation for them, it seems fair to suggest that she needed very little 
persuading, especially because the publication of the "Contexto de las reales fiestas" 
would improve her status as author. This is the case for two reasons: the first is that her 
presence in Madrid, site of the court, places her on the national stage, so to speak; the 
second is that she was sought after and solicited to publish her account. Considering that 
it was the King's very own printing company that ultimately published Caro's "Contexto 
de las reales fiestas" makes her selection even more noteworthy. Regardless of who 
actually covered the printing costs, it would have been an honor for Caro to have her 
work included in what would later constitute part of the historical documentation of the 
coronation of Ferdinand, King of Hungary and Bohemia. 
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Not so subtly, Caro draws attention to herself in this note as an author in demand. 
Again, this radical notion-radical in that it was unusual for a woman to be in this 
position-is carefully situated between an opening and closing wordplay that (as we have 
seen before) involves her surname. But unlike her 1628 "cuesta Caro" pun, this one is 
even more direct. The note begins "Letor Caro" and immediately evokes the respect 
typically granted to an esteemed reader. Less evident but nonetheless implicit is a sense 
of possession: letor de Caro I Caro's reader (that is to say, my reader). The self-
referential pun that initially mimics the wordplay often present in paratexts such as these 
is eventually used by Caro as a rhetorical strategy to legitimize her authority as author. 
We should now consider to what extent Caro continues to position herself within these 
accounts as an author participating in public discourse. 
"La relaci6n de las fiestas por los martires del Jap6n" (1628) 
This account of the commemoration of the tragic events that took place in Japan is 
the first of Caro's published works and appeared in Seville in 1628. During the sixteenth 
and seventeenth centuries, both Spain and Portugal were dedicated to the evangelization 
of Japan. However, the Japanese rulers' tolerance of this mission fluctuated. At times 
they seemed to embrace Christianity, even though quite suddenly in 1587, Hideyoshi (the 
ruler at the time) "issued a decree condemning the new religion and expelling the 
missionaries from his kingdom" (Cummins 1965, xvi). The Portuguese Jesuits 
persevered, nevertheless, and remained active in their endeavor to spread the faith. It is 
important to note that they "obtained a papal decree from Gregory XIII (Ex pastorali 
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officio), which in effect made the Japanese mission-field a monopoly of the Jesuits and 
forbade any other missionaries to go there" (Cummins 1965, xvii) . However, it did not 
take long for the Spanish Franciscans of Manila also to try to enter the country. Initially, 
they were welcomed warmly by the Japanese ruler, although the Jesuits were far less 
accommodating. Tensions mounted between the two religious orders, largely because the 
Jesuits found the Franciscans to be overzealous and not sufficiently discreet (they held 
Mass unreservedly, for example, even though they were not supposed to), revealing a 
lack of understanding of Japan's constant! y shifting religious tolerance (Cummins 1965, 
xviii). 
Numerous reports were sent back to Spain and Portugal by both orders to inform 
the religious and political authorities of their respective progress. Not all of these reports 
brought good news. Lopez Estrada explains that this relaci6n deals with "los veintiseis 
martires que fueron crucificados y muertos alanceados por arden de Hideyoshi, el 
Shogun gobernante, en Nagasaki el 5 de febrero de 1597, y beatificados por Urbano VIII 
en 1627" ( 1978, 53). Luis Mendez Rodriguez, who studied a relaci6n written by Tomas 
Lopez about the festivities held in Carmona for the martyrs in March of 1628, explains 
that the victims were "seis franciscanos, tres jesuitas y diecisiete laicos cristianos 
oriundos de Japon, entre los que habfa incluso nifi.os que ayudaban a misa a los 
sacerdotes" (2006, 484 ). The execution of these individuals was the result of an 
unfortunate set of circumstances. The trouble actually originated outside of Japanese 
soil. A Spanish boat ran aground off the coast of Shikoku Island, and when the pilot 
feared that his crew and supplies might be taken by the Japanese, he threatened them by 
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saying that Spain was planning a large-scale military invasion of their country (Cummins 
1965, xviii). The pilot apparently claimed that the missionaries already on the island 
were there serving as a scouting party for the pending invasion. According to Cummins, 
it was well known at the time that Spain often first sent missionaries to foreign lands, 
followed later by soldiers ( 1965, xviii). Regardless of the authenticity of the Spaniard 's 
claims, his bellicose rhetoric is believed to have infuriated Hideyoshi, who ordered the 
execution of the group of twenty-six .72 Before they were killed in Nagasaki , they were 
tortured and put on public display in a humiliating cross-country march designed to serve 
as a lesson to all. According to Luis Mendez Rodriguez, "A los frailes se les cotto Ia 
oreja izquierda en Meako, se les paseo a pie por un pafs en pleno invierno, expuestos a 
publica vergiienza y finalmente fueron crucificados de manera sangrienta en Nagasaki" 
(2006, 484) . 
Thirty years later, when the news reached Spain that the Pope had canonized these 
martyrs, a campaign was initiated by the Franciscans to make the public aware of this 
honor (Lopez Estrada 1978, 54). The martyrdom was a kind of vindication for the friars, 
but the Jesuits opposed the celebrations (Cummins 1965, xxxi).73 In spite of the conflicts 
between the two orders, in addition to the celebrations held in Seville, Lopez Estrada 
found documentary proof of festivities in Madrid (1628), Baena (1628), and Andujar 
72 Cummins ( 1965, xviii) says that there were cont1icting accounts about what actually transpired between 
the pilot and Hideyoshi. The Portuguese and the Jesuits lay the blame on the Spaniard ; however, the 
Spanish friars claimed that the Portuguese denounced the Spaniards to Hideyoshi with the intent of 
removing their competetitors from the scene. 
73 Cummins outlines in greater detail the accusations made by both orders concerning the nature of this 
event. He also di scusses the many ways in which "cartas" and other written texts were used for 
propagandistic purposes by Jesuit s and friars alike ( 1965 , see pp. xxxi-xxxiii of hi s Introduction). 
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(1629). He explains that the relaciones played an important role in the social life of the 
time "sobre todo porIa funcion que Ia literatura realiza en Ia labor de difusion de las 
noticias de estas fiestas, que asf prolongan sus fines por medio de estos pliegos impresos" 
(1978, 54). As we will soon see, three ofCaro's four relaciones played a role in the 
dissemination of news on a national level. 
Even though the canonization of the saints was what prompted cities throughout 
Spain to hold celebrations, the tragedy of some thirty years earlier struck a nerve as soon 
as it became public knowledge. In 1618, Lope de Vega published what he called a "prosa 
historial" entitled Triunfo de lafee en los reynos de Jap6n por los afios de 1614 y 1615. 
Lopez Estrada explains that Lope dedicated his book to the Jesuit Juan de Mariana and, 
furthermore, that the Jesuits had provided Lope with much of the information he needed 
to write it (1978, 53, n.8). Thus it was that leading up to the events of 1628, there was a 
great deal of information already in circulation about the successes and the failures of the 
evangelical mission being carried out in Japan. For this reason, "Ana Caro pudo recoger 
Ia informacion sobre el martirio y Ia beatificacion de cualquiera de las Relaciones o 
Historias de los sucesos que c01·rfan, manuscritas o impresas" (Lopez Estrada 1978, 55). 
Her account, written in octava real,74 describes the eight-day celebration that took place 
in "el gran Convento de los franciscanos de Sevilla, derribado en 1841, y que se 
encontraba en los solares de Ia que hoy se llama comunmente Plaza de San Francisco" 
(Lopez Estrada 1978, 54). The city of Seville, the Convent's church and garden, the 
74 Caro ' s decision to use the verse form typical of epic poetry during the Golden Age was motivated by the 
fact that it was considered suitable for both "exaltaciones de los heroes y de los martires" (Lopez Estrada 
1978, 58). The octava real is a verse form that uses 8-verse stanzas of hendecasyllables with the following 
rhyme: ABABABCC. 
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daily sermons and firework displays, the processions and the Saturday performance of the 
comedia-all are highlighted by Caro in her text of 384 verses. 
When reading the relaci6n, one is struck by the progression from narrow and 
specific to panoramic on various levels . The saints who died in Japan give way to all 
saints by the end of the account, just as the early focus on Seville in all of its splendor 
broadens to Spain' s unparalleled grandeur as a nation . Caro 's panoramic lens is 
designed, in part, to imbue the festivities with the appropriate degree of solemnity and 
importance, but this may not be her sole objective. There are verses near the very end of 
this relaci6n that have been cited by scholars as evidence that Caro does not always 
capitulate to the demands of patrons, or to those of ecclesiastic or political authorities. 
First, she speaks of Spain 's problems: 
Acuerdate, diuino Pastor santo 
de Ia comun miseria y desventuras 
en que Espana se ve, y el tierno llanto 
que aDios ofrece con entrafias puras. (353-56) 
Then she asks the " Ilustres santos, celebres iapones" to speak with God about the city of 
Seville: "pedidle juntos que a Seuilla am pare I y a sus preuistos dafios le rep are" (367-
68). The focus has shifted yet again, returning the reader to a specific place (Seville) and 
time (two years before the Guadalquivir river flooded the city, causing serious damage). 
These shifts in perspective highlight the symbiotic relationship between nation and 
city. Seville is described by Caro as "primera y octava marauilla" (59), but the great 
multitude that has gathered in the city center is there to honor "a nuestra antigua patria y 
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madre Espana" (86). In the world "nose a visto tan alta marauilla" (313) like Seville, 
and Spain is "felix assombro a las demas naciones" (208). Those who serve the king in 
the field as well as those "que en el supremo Consejo, I el superior Iugar siempre an 
tenido" (209-210), all benefit because "en todo tienen ellugar primero" (216). Caro 
draws repeated attention to the grandeur of Seville and Spain. In this very moment, 
however, Seville is still reeling from the devastating flood of 1626 and Spain is suffering 
from a period of misery. The spectacular nature of the festivities organized to celebrate 
the canonization of these saints in local terms is meant to lift the spirits of a city that 
prides itself for its reputation for world-class excellence. Knowing as we do that Seville 
was not the only city to host such festivities, it becomes clear that the country as a whole 
was pleased to have cause for a much-needed celebration. 75 This is the reason why it is 
all the more interesting that Caro includes specific details about poverty and hunger in 
Seville and other "desventuras" (354) throughout the nation. One might expect her to 
omit references such as these, but she does not. We learn even before she mentions the 
flood that Seville's "infinitos huespedes sin tasa" (280) and "pobres" (288) were not 
overlooked in the midst of the lavish festivities. They were given food by "Ia gente 
vascongada" (245), who also distributed food to prisons in the city. Using the account of 
the celebration as a means to point to social problems is "evidence that Caro was not a 
mere apologist for Hapsburg politics but a sensitive observer of unresolved issues of her 
day" (Voros 2003, 113). Additionally, Caro's deliberate shifts between the national and 
local levels reveal Seville's potential to model for the rest of Spain a balance between 
75 In his study of the festivities that took place in Carmona, Luis Mendez Rodriguez confirms that 
celebrations were held in Franciscan and Jesuit convents throughout all of Andalusia (2006, 485). 
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ceremony and civic responsibility. 
"La frontera allende el mar: el romance porIa victoria de Tetuan" (1633)76 
In this relaci6n Caro discusses a raid carried out by Spaniards and Portuguese 
soldiers near the city of Ceuta in Morocco. Although prepared to fight the moras, the 
men return from their mission having done nothing more than capture livestock. 
Nevertheless, Caro elevates her narration about this far from extraordinary event to that 
of an epic battle waged by Spain and Portugal's finest "caballeros nobles" (155). One 
immediately wonders why. 
According to Lopez Estrada, this account responds, in part, to a desire to relive the 
glorious days of Spain 's past, when the country successfully defeated enemies and drove 
them out of her territories. He points out that the circumstances of 1633 parallel those of 
the fifteenth century: "El General y Gobernador de Ceuta don Jorge de Mendoza Picafia o 
Pazafia prepara una acci6n de guerra contra los moros de Tetuan, en la que resulta 
vencedor; es una algara o correrfa por la tierra de los moros" ( 1983a, 338). Furthermore, 
any news related to the Strait of Gibraltar would have been of interest to Seville "tanto 
por motivo de la vecindad geografica y sus consecuencias polfticas, como por los 
intereses comerciales del puerto de Sevilla" (1983a, 338). Since this relaci6n was 
published in Seville and circulated throughout the city, "es de suponer que se enviarfa a 
Ceuta como propaganda polftica del Gobernador y para satisfacci6n de los combatientes" 
76 The romance is a verse form that typically consists of an indefinite number of octosyllables with 
assonant rhyme in the even verses. Lopez Estrada classifies this re/aci6n as a romance noriciero, similar to 
the romance from the 16'h century "De Antequara parti6 el moro" ( 1983a, 338). However, unlike the 
roman ces from earlier centuries, Caro ' s relaci6n was written to be published and circulated in print. 
Although she uses the old verse form, this is certainly not a ballad as we understand the term today . 
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( 1983a, 346). Whether or not a rhetorical style in which "sobran alabanzas, 
comparaciones con figuras mitologicas [e] imagenes epicas" is really suitable "para tan 
mfnimo acontecimiento," Lopez Estrada feels that "no somos quienes para juzgarlo" 
( 1983a, 339-46). Rather, he relieves that what matters most is that "el romance como 
forma literaria aun perdura en 1632 para cantar y contar los hechos belicos de una 
frontera ya african a; el viejo verso sigue siendo un signo poetico de Ia epoca" ( 1983a, 
346). 
Voros (2003 , 114) also considers Caro's motives for writing what she calls a "mock 
epic" about the Moroccan cattle raid. Unlike Lopez Estrada, she takes into account 
Caro ' s circumstances, noting that the decade of the 1630s was a very difficult one for 
Spain: "War, plague, and poverty were key issues of the day" (2003, 113). For this 
reason, it is possible that the "economics of crisis is perhaps what motivated Caro to take 
up the pen to comment upon the successes of the empire, such as they were, or at least to 
provide an income for herself as a writer on a topic of immediate concern" (Voros 2003, 
113). Both Lopez Estrada and Voros mention briefly the political implications of Caro ' s 
portrayal of the Portuguese in her relaci6n. General Jorge Mendoza y Pi<;afia represents 
"lo heroyco I de Ia nacion portuguessa" (31-32), and his experience and wisdom "es 
honor de Portugal I y de Castilla excelencia" (539-40). This juxtaposition of Spain and 
Portugal, and what is more the laudatory language used to describe both nations, is 
common throughout the relaci6n. We read of "christiana zelo I y lusitana nobleza" (289-
90) as well as the noble character of all involved in this mission: 
Toda valerosa gente, 
toda belicosa y diestra, 
de sangre calificada 
y generosa ascendencia. (151-54) 
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In light of the praise of the success of this joint military victory, Lopez Estrada points out 
that Caro "respeta en el ambito de Ia Monarqufa espanola Ia entidad polftica portuguesa" 
(l983a, 346). Voros, in turn, wonders whether Caro was "attempting to prove [the 
Portuguese] patriotism to the crown" (2003, 113). Since Portugal is included here, it 
would be possible to argue that Caro 's "notion of the preservation of empire involved 
keeping Portugal under the crown of Spain" (2003, 114), especially at a time when 
Portugal was moving towards revolt. 
I believe there is an element of showmanship in this relaci6n that likely 
corresponds to Caro' s increasing confidence as a writer, perhaps due to the public 
recognition she was receiving for her writing. Only two years later, with the publication 
of "Costumbres sevillanas," it is clear that Caro 's position as writer was firmly 
established: four poems were dedicated to her at the beginning of the relaci6n. The 
events in Tetuan in 1633 constitute a "grandiosa vitoria" only in her account of them. 
Caro successfully builds suspense by emphasizing the silence of the men and even of 
their horses as they arrive at the site of the "emboscada" (217-234). And just as dawn's 
light stretches out across the land in "roxos celajes de nacar I blancas lfneas de azucenas" 
(237 -38), the eager troops "buscan Ia ocasi6n de dar I el assai to que dessean" (245-46). 
Their initial disappointment (the enemy had already fled) , nevertheless, would be turned 
into a proud accomplishment when Caro recounts the General's words: 
Bien, que aunque nos falta dicha 
no ha sido hazafia pequefia 
que pisemos animosos 
aquesta enemiga tierra. 
Ni de padres ni de abuelos 
ni de otras christianas huellas 
fue pisado este Iugar 
donde estampamos las nuestras. (265-72) 
And when the men return with the spoils of the battle-"casi ochocientas cabe<;as I de 
ganado" (530-31)-this moment, too, can be championed: 
Fue Ia acci6n mas valerosa 
que en antiguas y modernas 
edades celebra el mundo 
a pesar de Roma y Grecia. (509-12) 
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Since in her first relaci6n Caro did not hesitate to mention some of the social problems of 
the time (namely, poverty and misery) and because in this, her second, she does not shy 
away from commenting on the increasing political tension between Spain and Portugal, it 
is difficult to believe that Caro would have truly considered this an important "victory." 
Rather, it is more likely that she used her writing as a means first, to improve her 
reputation as an author; second, to support herself; and third, to participate, as a woman, 
in the public political and social discourse of the moment. 
"Costumbres sevillanas: el poema sobre Ia fiesta y octava celebradas con 
motivo de los sucesos de Flandes en Ia iglesia de San Miguel" (1635) 
This relaci6n commemorates the Spanish defeat at the battle of Tillemont in 
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Flanders. 77 As Lopez Estrada points out, celebrating a defeat seems unusual since "no es 
el saqueo de Ia ciudad motivo para una Fiesta" (1983b, 147). But since the festivities 
held in Seville at the San Miguel church were religious festivities sponsored in part by 
the Conde de Salvatierra, Lopez Estrada concludes that this was a way for the Church and 
the Crown to present a united Spain both to her own citizens and to the rest of the world 
(1983b, 147-48). The celebrations were designed in this case to display Spain's wealth 
and the indomitable spirit of her people. Despite the horrible atrocities committed by the 
French, Spain would persevere as a model of Christianity and civility. 
For this relaci6n, Caro uses the silva pareada, which is composed of seven-
syllable and eleven-syllable rhymed couplets. The silva was a very popular verse form in 
seventeenth-century Spain, as evidenced by Luis de Gongora's Las soledades (1613) . 
Caro devotes verses 18-107 of her account to the massacre in Tillemont. She begins her 
account by speaking of the "lamentable excesso" (18) of "Mos Xati lon, rebelde 
Hugonote, I Hereje, fiero a\ote I De nuestra Religion" (22-24). We know from other 
accounts written contemporaneously that the enemy entered the city and "ejecuto en Ia 
miserable villa enormes crueldades, quemando las iglesias y la mayor parte dellas, 
77 During the Thirty Years ' War (1618-1648) , which was fought mostly on German soi l although it 
involved many European countries , France declared war on Spain in May of 1635. Spanish control of the 
Netherlands at this time included all of Flanders. The French massacre of the Spanish troops at Til lemont 
provoked outrage not only in Spain but also in Flanders and throughout Europe. 
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matando frailes y violando monjas" (Luna y Mora 1880, 394).78 Caro's use of color and 
visual imagery makes it possible for her audience in Seville to experience the horror of 
the crimes committed in far away lands: 
No exercita la madre piedades; 
Antes mira rigores y crueldades; 
Executados en el inocente 
Que, muriendo, arrancar del pecho siente, 
Y, jazmfn destroncado de su rama, 
Por blanca leche, roja sangre mana. (38-43) 
Although Lopez Estrada mentions the prose account of Captain Diego de Luna y Mora 
and cites a portion of it, he does so only to confirm the historical "accuracy" of Caro ' s 
account. I believe it is important to read Caro' s version in verse alongside the captain's 
prose account, because the comparison reveals Caro's talent in bringing to life the 
numbers, names and flat statements that abound in the Captain's relaci6n. For example, 
Luna y Mora merely mentions the fear inspired by this event: "Las crueldades de 
Terlimont, y ver al enemigo tan pujante, causaron al pais gran temor en todo el" (1880, 
394 ). In contrast, Caro intends to place her readers at the battle scene in order, it seems, 
to have them take in first-hand the violent and senseless acts: 
Allf se ven cadaberes desiertos 
De la vida; aquf yazen medio muertos 
Los que la atroz espada 
78 Luna y Mora's manuscript of 1635 was printed in 1880 in volume 75 of the Co!ecci6n de documentos 
ineditos para la historia de Espai'ia. 
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Dio, con ta~a penada, 
Golpe fatal (56-60) 
The "golpe fatal" that Caro describes here was one that resonated not only throughout 
Flanders, as the Captain states, but throughout Europe and, in particular, Spain: "este 
episodio tuvo un gran eco en Ia Monarqufa de Felipe IV; las noticias del saqueo fueron 
divulgadas intensamente para asf crear un estado de opinion entre Ia nacion espanola, y 
tambien se propago entre las naciones catolicas, pues se quiso mostrar sobre todo el 
cankter religiose del hecho" (Lopez Estrada 1983b, 112). In Andalusia, Seville' s 
festivities were complemented by others held in Granada and Cordoba (Lopez Estrada 
113). Furthermore, in Madrid, Francisco de Quevedo wrote a letter to Luis XIII about 
these events that was printed seven different times in 1635 and once more in 1636 (Lopez 
Estrada 1983b, 113).79 Once again, it becomes clear that with her "Costumbres 
sevillanas," Caro is participating actively in what today we might call a nationwide 
propaganda campaign. 
Quevedo's letter, just like the Captain's relaci6n earlier, is another very 
interesting point of comparison when considering Caro 's text, yet no one-to my 
knowledge-has studied how they complement and/or contrast each other. When 
describing the crimes committed in Tillemont, Quevedo offers more details than Luna y 
Mora, and his tone of indignation seems more aligned with that used by Caro: "saqueo el 
Iugar, degollo Ia gente, forzo las vfrgenes y las monjas consagradas a Dios, quemo los 
templos y conventos y muchas religiosas, rompio las imagenes, profano los vasos 
79 I use Carmen Peraita's editi on of Quevedo 's Carta a! seren(simo, muy alto, y muy poderoso Luis X !II, 
rey cristianfsimo de Fran cia found in Obras completas en prosa Vol !II (2005 ). 
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sacrosantos" (2005, 281 ). Caro and Quevedo both mention what they consider to be even 
more heinous than the massacre of religious figures: the sacrilege of the Eucharist. 
Quevedo states: "dio en las hostias consagradas a sus caballos el santfsimo Sacramento, 
que por excelencia se llama eucarfstia, bien de gracia, pan de los angeles, carne y sangre 
de Cristo, cuerpo real y verdadero de Dios y hombre" (2005, 281). Caro 's version 
replaces horses with "irracionales brutos" and emphasizes the beastly nature of 
Chatill6n's "hambre rabiosa" : 
No contenta de Francia, 
La sobervia arrogancia 
Y la hambre rabiosa, 
Mos Xatil6n, con mano rigurosa, 
Quiere que el venerable Sacramento, 
De irracionales brutos sea sustento. (82-87) 
Both authors also use repeatedly words such as "hereje" and "ingrato" to describe 
Chatill6n, although Quevedo also includes phrases such as "Judas Xatillon" (283) and 
"este hereje detestable" (290) to remind the French king of "Ia acci6n toda infernal del 
condenado general vuestro Xatillon" (285). 
Noticeably absent from Caro's relaci6n, however, is any arrogant boasting about 
the final moments of those killed in the massacre. Quevedo 's comments in this regard 
are revealing: "fueron vencidos del excesivo numero, no del excesivo valor de los 
vuestros. Murieron porque no quisieron vivir, a trueco de que no dijesen los franceses 
que temieron la muerte" (281 ). It is true that the Spaniards were outnumbered, but there 
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is also some suggestion, at least in Luna y Mora's relaci6n, that the Spaniards had 
grossly underestimated the enemy's strength on more than one occasion (1880, 390-91). 
For this reason, Don Fernando de Austria "viendose con tan poca gente para resistir a tan 
gran numero, volvi6 con su campo a Lovaina, dejando alguna guarnici6n en Terlimont 
con el capitan Martfn de los Arcos" (Luna y Mora 1880, 394 ). This is not to say that the 
tragedy could necessarily have been avoided. Understandably, Quevedo wrote a very 
different text than Caro given his position at the court. Not only was the Count-Duke of 
Olivares his patron but also, in 1632, he accepted the title as secretary to the king (Elliott 
1989, 202). His letter to Louis XIII was highly politicized, whereas Caro's relaci6n 
documented the religious celebrations inspired by the unfortunate events. Nevertheless, it 
is useful to study when and where Caro chose to break from the bellicose rhetoric favored 
by some other writers and to consider which details of the events she chose to prioritize. 
Despite her participation in the spreading of this news, Ana Caro's "Costumbres 
sevillanas" played only a minor role in the public campaign against France. 80 Since 
Caro's relaci6n, unlike, say, Quevedo's "Carta", "noes replica directa al manifiesto de 
guerra frances ni a los hechos de Tillemeont" but rather a protest against the sacrilege of 
the "Santfsimo Sacramento," Luna (1995, 12-13) does not include Caro in the group of 
"polemistas" that wrote about this event. Moreover, Luna suggests that Caro's text 
"parece subordinarse ala polftica imperial, no solo en su repudio ala herejfa sino en la 
creencia en los fines trascendentes de la Monarqufa cat6lica, y tambien a la polftica del 
80 Luna states that the battle of Tillemont "plan tea Ia problematica alianza de Francia con los 'herejes,' [y 
que] se enmarca dentro de un proyecto de polftica exterior cuyo maximo responsable es el Conde Duque y 
sirve de motivo a Ia propaganda interna elaborada por los esc ritores del regimen" ( 1995, 13). 
162 
gobierno y elites locales" (1995, 13). On the other hand, Sharon Voros defends Caro by 
pointing out that although she takes the stance of a moralist in her condemnation of 
Chatill6n' s actions, she "argues in favor of the importance of public spectacles within 
seventeenth-century Spanish culture as a means of impacting international policy and 
protesting injustices" (2003, 114). Thus, Caro's laudatory comments about Count 
Salvatierra near the end of the account and the criticisms of the French are also applicable 
to other leaders: 
Dichoso el, que conquista 
Imperios de almas solo con Ia vista, 
Que sujetar con sangre y a por"ffa, 
Mas viene a ser, que imperio, tiranfa. (772-75) 
This interest in the qualities of good leadership is one that will resurface in her final 
relaci6n just two years later, in 1637. 
Here, once again, the dearth of details about Caro's personal life impedes any 
attempt to speak of her motives for writing "Costumbres sevillanas." What is troubling 
about Luna's perspective is the implication that Caro could not have belonged to the 
group of "A-list" writers who joined voices to decry the latest atrocities in Spain 's war 
with France. As Voros points out, Caro did denounce the massacre and the tyrannical 
qualities of Chatillon as well as lament his heretical and blasphemous actions with 
regards to the Eucharist. I believe one should not lose sight of the fact that just over a 
year after this relaci6n was published, Caro was traveling to Madrid to participate in the 
royal festivities held in February of 1637 in order to chronicle them. Rather than assume 
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that she was not able to access the elite group of polemists of her time or that she was not 
able to match their talents, I think it necessary to consider that Caro may have chosen not 
to. One should not discount the possibility that Caro might not have wanted to follow in 
the footsteps of the male writers, hoping, perhaps, to use a different tone and to cultivate 
a different voice as chronicler of the times. This interest in using a less militant voice and 
offering advice to Spanish leaders rather than foreign leaders is one that we will also 
encounter in her last published relaci6n. 
"Contexto de las reales fiestas" (1637) 
Madrid's public festivities in 1636-1637 have been well documented by John 
Varey, whose primary sources are the accounts written by Antonio de Leon Pinelo, 
Andres Sanchez de Espejo, Rodrigo Mendez Silva, and Ana Caro. Although the planning 
for the festivities began in October of 1636, the official event was not held until February 
of 1637. There were two principal motives for King Philip IV to initiate these 
celebrations: his brother-in-law, King Ferdinand III of Hungary and Bohemia, was 
elected Holy Roman Emperor, and the Princess of Carignano was traveling from France 
to visit Madrid. The Princess's husband, Prince Thomas of Savoy, was a Spanish soldier 
who had helped to end the French siege on the city of Dole in September of 1636 (Varey 
1968, 253). The Princess's visit offered King Philip the opportunity to welcome a 
foreign dignitary and, at the same time, to honor one of his nation's war heroes. 
The Princess entered Madrid on November 16 of 1636 (Varey 1968, 256), but the 
pageants that were meant to be the highlight of the festivities were not yet ready to be 
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performed. Indeed, they were postponed until February of 1637. Varey points to 
inclement weather and the untimely death of the infant princess, Marfa Antonia Dominica 
Jacinta, as two of the many reasons for the delay ( 1968, 259-60). Yet, the main reason 
for the delay "appears to have been the decision of the Crown that an arena should be 
created on the Prado alto de San Jeronimo (to the east, that is to say, of the northern 
section of the present Paseo del Prado)" (Varey 1968, 257). In addition to delaying the 
start of the festivities, this project also significantly increased their overall cost, placing a 
burden on the Town Council which had been charged with covering the expenses: "On 16 
October it was argued in the Town Council that the Council of Castile be asked to request 
the King to order the festivity to take place in the Plaza de Palacio, or in the Plaza Mayor, 
or in the Buen Retiro itself; thus, said a regidor, would much expense be saved" (Varey 
1968, 258-59). 81 This request was rejected, and so it took around four months (October 
to February) for the work to be completed. 
The grumblings about the excessive lavishness of these festivities were not the 
only complications. Although the Princess of Carignano was married to a man praised by 
the King for championing the Spanish cause, she was still of French origin, and Spain 
was at war with France. Varey reports that about one month into her stay, in mid-
December, she was told that "she was to leave her four children behind in Spain, 
presumably to ensure them a Spanish upbringing, but perhaps as unofficial hostages" 
(1968, 271-72). He goes on to suggest that Count-Duke Olivares used the princess and 
81 J.H . Elliott and Jonathan Brown suggest that the Count-Duke might have had ulterior motives: "Olivares 
seems to have been using the festivities as an opportunity to induce the municipality to bear the cost of the 
ex tensive work involved in leveling the Prado Alto of San Jeronimo" ( 1980, 199). 
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her arrival to push forward the festivities he had been planning for some time, festivities 
that "certainly intended also to consolidate the position of the Conde-Duque" (1968, 
273). Indeed, the Count-Duke spared no expense in this carefully orchestrated display of 
Spain's wealth and power. 82 
The sources most frequently cited by Varey and others when discussing these 
festivities in terms of both style and content are quite varied. Sanchez Espejo's relaci6n 
was written in prose and divided into two "discursos." The first recounted Princess 
Carignano'sjourney from Italy to Madrid and her reception by King Philip upon her 
arrival in the capital. The second focused on the festivities staged in the Royal Palace in 
the Buen Retiro from February 15th to the 24th. Mendez Silva chose to write his account 
of the Princess'arrival in the form of a dialogue. Most of the text recounts Madrid's 
history, with very little space dedicated to the Princess. Nevertheless, the princess is his 
focus, since no information is included about the festivities in the Buen Retiro. The 
account written by Leon Pinelo was published in a volume entitled Anales o historia de 
Madrid desde el Nacimiento de Cristo hasta el aiio de 1658. The very nature of these 
sources might lead one to wonder whether this celebration was truly as spectacular as the 
chroniclers claimed, but by all accounts the festivities were, indeed, splendid: 
Aunque el genero literario superlativo de los cronistas y relatores 
de este tipo de acontecimientos regios es algo que constituye una 
nota consustancial a sus ret6ricas y elocuentes descripciones, 
82 Elliott and Brown quote an English ambassador who commented on the first night 's entertainment: 'The 
charge hath truly been very great, but hath cost the king nothing, who hath long used thi s town to defray all 
extraordinaries that are either for his honor or pleasure" ( 1980, 202). One estimate for the total cost for 
three hours of entertainment was 70,000 ducats (Elliot and Brown 1980, 202). 
no cabe Ia menor duda de que las fiestas del Buen Retiro de 
1637 fueron de un esplendor inusitado y, como dice Leon Pinelo, 
'en su genera ningunas las igualaron en Ia Corte', pues Olivares, 
como despues decimos, quiso hacer de elias algo mas que un 
mero acontecimiento Iodico. (Pizarro Gomez 1986, 134) 
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Caro's relaci6n was written in verse and divided into three "discursos." Each 
features one of the verse forms she had used previously for her other relaciones, and each 
"discurso" is dedicated to a different patron. The first "discurso" is composed of 69 
octavas reales and recounts King Philip IV 's visit to the banker Carlos Strata. Caro 
provides details about who greeted the king, how the house was decorated for the 
occasion, the gifts that Strata bestowed on his monarch, the food that was prepared, and 
the final exchange between Philip and Carlos upon the king's departure. This "discurso" 
was dedicated not to Carlos Strata but to his wife, Agustina de Spinola y Eraso. Whereas 
Luna mentions Caro's dedications to women as proof of her systematic subordination to 
patrons, Voros finds it noteworthy that in the case of Agustina Spfnola, her husband is 
given "second billing" and her famous father (who was a commander in the Flanders 
campaign) is not even mentioned (2003, 118). Caro ' s decision to prioritize female 
patrons is, in my opinion, noteworthy. Sanchez de Espepo, in comparison, dedicates both 
of his "discursos" to the Count-Duke. 
The second "discurso," dedicated to the Count-Duke Olivares, features the silva 
pareada and consists of 993 verses. Caro begins this "discurso" with an explanation of 
why she had traveled to Madrid-namely, to set eyes on the king ("Por verle al Rey Ia 
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cara" 14)-and includes a number of her first impressions of the city. 83 Caro praises 
Olivares and the king before commencing her account of the festivities held in the Buen 
Retiro. She describes the newly-built plaza and all its adornments, the Queen and the 
Princess Carignano and their respective children and ladies-in-waiting, and the 
procession itself into the plaza headed by the King and the Count-Duke, respectively. 
The last "discurso" is dedicated to the "nobilissima y generosa" Villa de Madrid. 
It is composed following the form of a romance, and discusses once again the reasons for 
the celebration before providing details about the regidores of the Town Council who 
participated in the proceedings. Caro mentions a poetry competition that Varey confirms 
took place on February 19th ( 1968, 266), but whether or not she pa11icipated is unclear. 
Sharon Voros is the scholar who has studied most closely Caro's "Contexto de las 
reales fiestas." She concludes that this text also belongs to the tradition of regimiento de 
prfncipes (2003, 120). In other words, Caro's task is to praise the grandeur of both king 
and country while simultaneously providing some counsel to the ruler (in this case, the 
Count-Duke of Olivares rather than King Philip himself). Voros points out that Caro's 
dedication of the second "discurso" to the Count-Duke ends with a not-so-subtle 
comment about the nature of the adviser's political role: "cuya vida guarde Dios, para 
que enella aumente Espana felicidades" (2003, 13). Even though the better part of the 
dedication is a tribute to the Count-Duke, it is noteworthy that in the very last line "Caro 
reminds him of his duty to the nation" (Voros 2003, 124). 
83 Perez y Gomez did not number the verses in his edition ; therefore, I use only the page number for this 
and all subsequent quotations. 
This notion of service to the nation is also found in one of the emblems used 
during the masque on the 15th of February to depict the king' s adviser: 
La segunda cartela 
Entre mudo ruido 
Mostraua vn mar furioso embrauecido, 
Y vn gran penasco enmedio, 
Opuesto de tormentas al assedio, 
Que firme se ostentaua, 
Y del arbol de Palas se amparaua. (23) 
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In his study of the 1637 festivities, Francisco Javier Pizarro Gomez refers to these verses 
when he points out that "el sfmbolo de laPaz, el olivo, aseguraba la firmeza de la 
montana a pesar de sus asedios. Asf pues, la salvaguarda del valido [Olivares] esui en 
funci6n de lapaz del Estado, cuya imagen en ellenguaje de la emblematica del siglo 
XVII es normalmente el olivo" (1986, 137). Caro's decision to include these specific 
details about the carte las appears, then, to support Voros ' s belief that she sees her work 
as part of the regimiento de prfncipes tradition. At the beginning, and then throughout 
the "Contexto de las reales fiestas, " Caro offers subtle reminders to the Count-Duke of 
his responsibilities as the king's adviser. 
Somewhat surprisingly, Caro also reminds the Count-Duke and the reader of 
objections that were raised about the great expense incurred to fund the festivities , 
especially at a time when Spain was struggling with poverty and a national debt crisis . 
Voros wonders if her mention of "el veneno de la envidia I y del odio Ia ponzona" (39) is 
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a "veiled means of letting the count-duke know about the criticism of this lavish event" 
(2003, 121). There is certainly nothing veiled about Caro's remarks in the dedication of 
of the third "discurso." Addressing the Town Council of Madrid, she commends them: 
"alentando lo desflaquecido del animo, en las grandiosas acciones que V. Senoria cada 
dia exerce con los desvalidos y pobres, de quien es piadosa madre: y principalmente en la 
bizarria, y gallardo animo con que en las Reales fiestas del Buen Retiro mostro quan 
generosamente se corona Reyna de todos los del Orbe" (30). According to Voros, "[h]er 
connection between the issues of poverty and the public festivities is not just a nai·ve one 
but an expression of her concern that forms a subtext here, not to undercut or subvert 
public spectacle but to give expression to serious issues in the public forum" (2003, 126-
27). 
It should be noted that Caro was not alone in pointing out some of the criticisms 
of this event. Sanchez de Espejo also alludes to them in his relaci6n written that same 
year. 84 Despite some apparent similarities between these texts, a closer comparison 
reveals interesting differences related to tone and audience. Voros explains in her article 
that there seems to be "plenty of evidence that the Contexto was intended more for the 
folks back home in Seville and the general reading public than for the inner circle of the 
power elite" (2003, 119). I agree with that assessment; however, Voros does not 
elaborate very much on this point, and I believe that it is worth considering further. 
84 He mentions the leveling of the Prado as a case in point: "Comen~Ofse a igualar con ad mirac ion de todos, 
fi bien con coartada cenfura de los que no penetrauan el fin" (13v). Sanchez de Espejo 's relaci6n, written in 
1637, can be found in the digital collection of the Biblioteca Virtual Madrid 
( www.bibli o tecav irtu a lmadr i d.or~) . For this and a ll subsequent quotations, I will be reproducing the 
digitalized tex t in its orig inal form. Each folio page has a fro nt (recto) and back (verso), which I designate 
with rand v, respectively. 
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Caro' s desire to see the king in person is what prompted her to leave "Seuilla 
dulce patria Antigua" (13). Unfortunately for Caro, the king took a three-week visit to El 
Pardo around the same time she arrived at court. This was a disappointment: "Pues 
burlando el deseo, I La esperan<;a acobardo, I Con irse el Rey al Pardo" ( 15). Her 
interest in the king and his person explains, in part, the tendency on Caro' s part to include 
more intimate details about the king, especially in the first "discurso" of her relaci6n, 
than those included in the account by Sanchez de Espejo, for example. She mentions the 
king's facial expression and his tone of voice when he and Strata take leave of each other: 
De alli salio el Monarca Poderoso, 
Y a! despedirse del ilustre Strata, 
Le abra<;o con semblante caricioso, 
Y le dixo con voz affable y grata ( 11) 
It is possible that Caro includes these details as a way of proving her status as first-hand 
observer of the events. Indeed, Voros notes that there is a clear shift in the "Contexto de 
las reales fiestas" from that of insider in the first "discurso" to that of outsider in the 
second and third (2003 , 122). Yet, this is not the only instance when Caro provides 
intimate details of the king's appearance. At the end of the second "discurso," she once 
again mentions not just what the king was doing but also how he looked: "Y con rostra 
apacible I Despues de los festines, y las dan<;as, I Quebro en el estafermo quatro lan<;as" 
(29). These details suggest that Caro ' s depiction of King Philip IV is influenced to a 
certain degree by her own strategy of putting "a face to a name." Her deliberate effort to 
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humanize this figure (who for many in Seville would probably have seemed larger than 
life) is one of the noteworthy aspects of the "Contexto de las reales fiestas." 
Caro 's intimate portrait of the Spanish monarch contrasts quite noticeably with 
the image of the monarch and the monarchy that Sanchez de Espejo depicts in his text. 
Comparing his comments in the second "discurso" about the king's trip to el Pardo to 
Caro 's reveals a great deal about Sanchez de Espejo's intentions: "A los primeros de 
Enero fe retiraron fus Mageftades con fu cafa y familia (por desahogar fu grandeza) al 
Pardo: fitio (entre los muchos que gozan) mas apacible y templado" (1637, 12v). The 
parenthetical interjections are designed to stress the king's, and by extension, the 
country's "grandeza." This is confirmed by the fact that the entire first "discurso" of 
Sanchez de Espejo's relaci6n is dedicated to the reception given to the Princess of 
Carignano not just in Madrid but also throughout Spain. In his account there is greater 
emphasis on the nation as a whole and on the power and the wealth of the Crown as an 
entity with far-reaching influence than there is in Caro 's text. It should be mentioned that 
Sanchez de Espejo does attempt, at times, to emphasize the king's humanity. He, too, 
uses the king 's departure from Strata's house as a pretext to do just that. He reproduces 
the king's words and then observes, "(Dios le guarde) que afsi humana fu foberania con 
[us vaiTallos" ( 1637, 17r). It seems that Sanchez de Espejo simply cannot refrain from 
glorifying his king even as he is trying to humanize him. 
The description of the king' s departure from Strata's house is significant for yet 
another reason. Whereas Sanchez de Espejo describes the final exchange of pleasantries 
as an actual exchange of words between king and vassal, Caro portrays Strata as a silent 
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participant. She stresses that his silence is a form of respect and, furthermore, reveals his 
great wisdom: 
El noble Genoues, que el cumplimiento 
Remite a los efetos de la obra, 
Poco explica su mucho rendimiento. 
Faltando al dicho, quando al hecho sabra, 
Y assi entre su alboro<;o, y su contento, 
Su silencio el mas sabio nombre cobra, 
Pues con menos retorica, que afectos 
Pi de perdon al rey, de sus defectos. (11) 
The injection of humility and the approval of silence in a text that is inherently rhetorical 
are not unusual but do contrast sharply with Sanchez de Espejo's account. The latter 
feels it necessary to draw attention to the verbal display of grandeur in this moment, yet 
Caro advocates letting the actions speak for themselves. 
It also becomes clear when comparing these texts that Sanchez de Espejo is 
addressing not only fellow Spaniards but also foreigners, while Caro is addressing only 
her compatriots. The following passage is illustrative of Sanchez de Espejo's interest in 
explaining Spain 's customs to those who may not understand them: 
La mayor demoftracion de regozijo que Efpafia haze es, correr taros, 
y acofarlos en eftrecha paleftra, fujetando fu indomita ferocidad a pie, 
y acaballo, y a efte modo de exercicio (que llamamos) fieftas fe 
celebraron dos, Ia vna de noche, y con taros encohetados, que para 
inteligencia de eftrageros, es ponerles en cuernos y cola vnos pequefios 
artificios de poluora, y pegarles fuego, que difparados fe enfurecen, y 
con impacientes corbetas procuran defechar de fi. tan penofo embara<;o, 
caufando grande entretenimiento y gufto. (4r) 
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Bull fighting and the corridas interest Sanchez de Espejo far more than they appear to 
interest Caro. Mentioning how fierce and brave the bulls are makes the feats of the men 
who defeat them all the more impressive. Sanchez de Espejo clearly uses the corridas 
and their function as "la mayor demoftracion de regozijo que Efpafia haze" as a means to 
extol the courage and valor of Spanish men as well as the Spanish nation. 
Another example of Sanchez de Espejo's direct appeal to a foreign audience is 
patently aggressive: "para que los eftrageros entiendan, que fi. es Rey poderofo, fi., para 
fubjugarlos; es pues Mageftuofo para honrar cumpliendo con tanta magnificencia con los 
Titulos, que fu piedad quiere calificarlos por empefios de fu grandeza" (1637, lr). Varey 
believes that the "eftrageros" here are the French. The message the Princess of 
Carignano was to bring back to France was quite clear: Spain is mighty and the Crown 
will use that might as it sees fit. 
Similar warnings, cultural explanations and clarifications of specifically Spanish 
terms are not found in Caro' s "Contexto de las reales fiestas." If, as Lola Luna (1995) 
suggested, Caro was writing "al servicio de los nobles"-in this case, the Count-Duke 
himself-one would expect her relaci6n to resemble more closely that of Sanchez de 
Espejo, a known dependent of the Count-Duke. Varey believes that such a close 
relationship between patron and chronicler explains Sanchez de Espejo's "insistence on 
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the liberality of the Spanish Crown, its continent-wide connections, and the sweep and 
grandeur of the ideas of its chief minister, Olivares" ( 1968, 273). Although Caro praises 
king and country, marvels at the splendor of the festivities, and pays the appropriate 
tribute to her patrons, she does so without the gloating and sometimes even admonitory 
tone that is found in her fellow chronicler's relaci6n. 
In fact, Caro's tone in the "Contexto de las reales fiestas" has generated speculation 
about her personal circumstances and state of mind while she was in Madrid. Ruth 
Lundelius, for example, when discussing the few details known about Caro's personal 
life, used the "Contexto de las reales fiestas" to support her conclusion that Caro was 
deeply troubled: "Oppressed, perhaps by the deceptions and jealousies of Baroque court 
life, and perhaps deeply wounded in some direct personal way, Ana's residence in 
Madrid was rather brief' ( 1989, 230). Lundelius cites the beginning of the "Contexto de 
las reales fiestas" where Caro "describes the snowfall as 'sad portent of my misfortunes"' 
and goes on to say that, especially near the end, it "contains such frequent references to 
disillusion and deception, hatred and envy that they seem to be more than baroque 
commonplace" (1989, 239, n.15). The verse that Lundelius mentions does stand out for 
its dejected tone: 
Y a mi venida el cielo 
Salva hizo de nieue, escarcha, y yelo, 
Por mas de quatro dias, 
(Triste presagio a las desgracias mias) (14) 
Also significant is that just before Caro makes explicit this connection between the 
weather and her state of mind, she admits that she was sad as soon as she arrived: 
Llegue a Madrid primero 
Del eric;ado Enero 
Mas triste, que cansada, 
Tome a Ia Red de san Luis posada, (13) 
175 
In this light, the beginning of the third "discurso" is of further interest because of Caro ' s 
choice to liken herself as author to a "pobre barquilla" which is "Facil vela a tanto golfo, I 
Leue espuma a tantas olas" (32). 
Voros is also intrigued by these verses, although she concludes that they are less 
revealing about Caro, since generally the "personal observations, such as her lodging and 
impressions of winter in Madrid, and comments not related to public events, situate this 
woman writer with respect to known facts of the royal itinerary and convey a notion of 
immediacy characteristic of an eyewitness account" (2003, 126). Nevertheless, Voros 
does speculate about noticeable omissions in Caro's text, especially when compared to 
other accounts. The plays performed as part of the festivities are curiously not mentioned 
by Caro, which leads Voros to wonder if the "muse" of Seville found herself ignored in 
Madrid: "One can only conclude that either she was not invited to these court 
performances or she was an observer, not a participant, and not a very privileged one at 
that" (2003, 126). Similarly, Caro has little to say about the academia literaria that took 
place on the Friday of the festivities and for which the playwright Luis Velez de Guevara 
(also from Seville) served as president (Varey 1968, 266). Her verses conceal just as 
much as they reveal: 
Se min) como han cantado 
AI son de liras sonoras 
Canoros cisnes, ya en Verso, 
0 ya en atentada Prosa 
Su disposicion, y entre ellos 
Yo con rustica c;ampofia, 
Sin intentar competencias 
Por no hallar afrentosas 
Vitorias de Pam, y Marfias 
En mis ambiciones locas. (34b) 
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For Voros, the use of the impersonal "se mir6" makes it difficult to determine whether 
Caro was an insider or an outsider with respect to this event, leading her to ask, "Does 
this mean that she did or did not participate or that she felt her 'rustica c;ampofia' was not 
on a par with the competition she found in Madrid?" (2003, 127). These questions may 
never be answered, but Voros argues that Caro's personal presence in the "Contexto de 
las reales fiestas" is no doubt informative and, more importantly, it provides a "lasting 
impression of self-conscious discourse of a woman determined to make her voice heard 
through the medium of propagandistic rhetoric" (2003, 128). 
The voice that emerges from this relaci6n is a voice that piqued the interest of, and 
resonated with, those friends or colleagues who encouraged her to publish this account. 
And if this encouragement is too easily dismissed because it is Caro herself who speaks 
of the support of others, then the words of Alonso del Castillo Solorzano, in his La 
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gardufia de Sevilla ( 1642) , will serve as evidence that many who did not know her also 
approved of her account: "Ana Caro de Mallen, dama de nuestra Sevilla, a quien se 
deben no menores alabanzas, pues con sus dulces y bien pensados versos suspende y 
dele ita a qui en los oye y lee" (184 7' 31 ). 
It seems clear that Caro's relaciones, when studied collectively and when read 
alongside similar accounts, reveal an author very much aware of the expectations of 
patrons and very tuned in to the rhetoric typical of the political and religious accounts of 
public festivities. However, to assert that "Caro complacently documents extravagant 
celebrations, or sings the praises of her countrymen's imperialist adventures" (Kaminsky 
2001, 501) is to ignore the very subtle social critiques that Caro includes in her texts . She 
does not preach, but she certainly does speak up about poverty, lavish government 
spending, matters of foreign policy and the duties and responsibilities of both military 
leaders and public officials. These observations are never the main point in Caro's 
accounts, but their presence reveals that she resisted assuming the position of an 
uncritical chronicler of political and religious events. Indeed, Caro ' s relaciones provide 
interesting insights about her sense of self as an author as well as her understanding of the 
varied uses-political , social, personal-of her writing. 
The debate about Caro ' s intentions has dominated recent criticism and, although I 
tend to agree with Voros more so than with Luna, I believe the ambiguities in her 
relaciones are what are most interesting about these texts. The novelty of Caro's position 
as author of relaciones reinforces the fact that she was venturing into uncharted waters. 
If she had not catered to authorities whatsoever, this would have been odd, indeed. She 
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did so at times but, as we have seen, not excessively so and at least without turning a 
blind eye towards the problems of the day. The experimentation in these texts with verse 
form, tone and point of view, points to an author attempting to create new forms of 
expression within a genre inherently conservative in nature. Caro ' s participation in this 
genre need not lead us to classify her as either pro- or anti-establishment; rather, it can 
help us to see Caro as an author with varied interests and distinct voices. She played a 
role in documenting the current events of her city and of her country, and the fact that, 
occasionally, she was asked to do so, is extraordinary. 
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Conclusions 
Outside of Golden Age theater scholarship, Ana Caro is still relatively unknown. 
One of the aims of this dissertation has been to bring more attention to this author and her 
remarkable accomplishments. There is currently less debate among scholars about the 
extent to which Caro's works can be read as favorable to women, since most do agree 
that her comedias feature strong female characters, as well as well-developed interior, 
feminine spaces. But the weddings that occur at the conclusion of the plays-as we have 
seen-are still problematic. Caro uses the conventional comedia wedding in keeping 
with contemporary practice, but the purported restored social order is tacitly challenged 
in both Valor, agravio y mujer and El conde Partinuples. 
What I reveal in my analysis of both plays is that Caro's interest in social roles, 
and especially gender roles , is not one-dimensional. Her male characters are generally 
presented as weak, but she does not characterize them in this way solely to make their 
female counterparts appear stronger. Characters such as Juan and Fernando in Valor, 
agravio y mujer and the Count in El conde Partinuples are also portrayed as victims of a 
rigid social code. Although I agree with Teresa Soufas that Caro's attitude towards social 
change tends to be pessimistic, Caro does not criticize the male characters just to turn the 
tables, so to speak, on male playwrights. In both plays she offers alternative models of 
behavior. Leonor as Leonardo has been read by scholars as a positive model of 
masculinity, and, as I have tried to show, Ribete should also be included in this group. 
He knowingly challenges the social role assigned to him in order to help Leonor recover 
her honor. As the gracioso, he is necessarily responsible for producing much of the 
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play's humor, but Caro does not turn him into a stock character. Ribete is brave and 
loyal; he is also able to recognize Leonor's talents and, moreover, respects her for her 
determination and intelligence. When presented with opportunities to criticize Leonor, 
he does not. When facing danger, rather than running away and abandoning Leonor, 
Ribete stays and vows to defend her. His return to the role of typical servant at the play's 
end has led some scholars to suggest that his willingness to wed Flora for the money 
Estela offers him reflects his misogyny. I believe that just as the other weddings are 
revealed to be compromised (due to Juan's "wandering" eyes and Estel a's "settling" for 
Fernando), so, too, is Ribete's betrothal to Flora. Neither Ribete nor Flora had expressed 
any interest in marriage; rather, they are paired off out of convenience. Therefore, Ribete 
can be seen as an object of exchange in a business deal arranged by Estela, and his 
betrothal-just as the betrothals of Leonor and Estela-is not presented as a happy 
ending. 
El conde Partinuples also questions marriages of convenience by showing how 
lack of communication between couples and individual obsessions with honor can have 
devastating consequences. The "invisible-mistress" plot structure of El conde 
Partinuples is used by Caro to parody certain elements of the "wife-murder" play. 
Rosaura and Partinuph~s become infatuated with one another, despite Rosaura's fears that 
Partinuples will betray her (since he abandoned his cousin in order to pursue Rosaura) 
and ultimately endanger her kingdom (as announced in her father 's prognostication). 
Rosaura puts his affection to the test, but he fail s. His betrayal infuriates her to the point 
of ordering his death, but unlike the "wife-murder" play, bloodshed is avoided at the end. 
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Caro's parody draws attention to the disastrous consequences of the honor-code-obsessed 
husband and his construction of a false truth that leads him to condemn his wife to death. 
Just as the violent conclusion of the "wife-murder" play intends to alienate the audience, 
Carouses laughter to the same effect. Rosaura's rage is diffused by Aldora's intercession 
and wit and, consequently, Partinuples' life is spared. Nevertheless, the wedding of these 
two characters promises about as much hope as Gutierre's betrothal to Leonor at the end 
of El medico de su honra. Caro's parody replaces violence with laughter, but it does so 
in order to reveal the dangers of adhering to rigid social codes. 
Caro's interest in the social problems of her day is also revealed in her relaciones. 
Although these texts have received less scholarly attention , I have examined them in 
order to show that Caro's view of her role as writer is consistent. In the relaciones, just 
as in the comedias, she does not necessarily propose radical social changes, but she does 
point to social problems that need to be addressed. Her elevated and, at times, baroque 
rhetoric is typical of the genre, but in comparing her works to those written by men 
chronicling the same events, it becomes clear that Caro is more interested in addressing 
her fellow Spaniards than she is in trying to send a message to the rest of the world. She 
inserts herself into her relaciones more frequently than her male counterparts. On the 
one hand, she does so in order to establish her authority as writer, but on the other, her 
purpose is to establish a tone that speaks more directly to her Spanish readers. If in the 
comedias she is concerned with social roles and codes, in the relaciones, she alludes to 
the qualities of good leadership, the economic crisis in Spain, and the political tensions 
that affected Spain's foreign policies. In the notes to the reader and the dedications of 
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these texts, it becomes clear that Caro's relationship with her patrons is no different than 
the relationships between male authors and theirs. This should not lead us to assume, 
however, that she avoided social critique altogether. As my analysis has shown, she did 
not. Rather, she was careful to insert these criticisms in such a way as not to offend 
either her patrons or the authorities. 
Caro's status as a professional writer and her participation in the cultural 
production of her day make her case an exceptional one. Precisely because it was 
unusual for a woman to write comedias, not to mention relaciones, her accomplishments 
deserve our serious attention. Her plays continue to lend themselves to fertile analyses, 
as do her relaciones. It is my hope that this study nurtures further interest in Ana Caro's 
life and works, as well as debate about the new readings of her works that I have 
proposed. 85 
85 While writing this dissertation , I realized that there were other aspects of Caro's work that require 
scholarly attention. For example, a critical edition of Caro's relaciones would be very useful. While there 
are now at least three editions of her comedias available, there are no critical editions of her other texts (to 
my knowledge). Looking towards a different area, Valor, agravio y mujer has been staged, but El conde 
Partinuples has not. What would a performance of this play look like? How might a director stage the 
parody that I believe to be present in this play? It would also be worthwhile to explore the ways in which 
Caro 's texts could be taught in Golden Age Theater courses. What would reading Caro alongside Lope de 
Vega and Calderon de Ia Barca offer professors and students alike? Given that there is only one book-
length study of the group of women playwrights, I am also tempted to research Caro 's colleagues. In 
particular, I would like to focus on Leonor de Ia Cueva and Angela de Azevedo, whose works have been 
less studied than , say , Marfa de Zayas ' s La traici6n en Ia amistad. Once again , in addition to the textual 
analysis, I am interested in the performance possibilities that these plays might present. 
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